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Exclusive designs in hi fi cabinets 


A handsome addition to our already famous range of 
hi fi unit furniture, this elegant cabinet finished in 
sapele mahogany, houses transcription motor, tape deck 
and amplifier. Price 38 gns—equipment extra according 
to choice. See the complete range at Imhofs now. 


Latest trends in hi fi? You’ll find them at Imhofs first. 
Here, on permanent demonstration, is Europe’s finest display 
of equipment including stereophonic sound. And for speedy 
repairs and a wide range of spares, take the lift to the Service 
Shop on the first floor. To be up-to-date hi-fi-wise—visit 
Imhofs regularly each month. Busy people, unable to witness 


the wonders of hi fi during their normal working day, are 


The GRAMOPHONE 


if it’s new it’s at 






MUSIC & DRAMA 


at IMHOFS this month 


SPECIAL HI FI EXHIBITION JUNE 16 - 28 


Hi 


ATITITIINATINI| 


invited to our Thursday Evening Recitals. Tickets obtainable 
free at the store, or by post on request. 

Home and Overseas Hi Fi Fans will find the latest edition of 
our catalogue well worth having. Write today for your copy. 
Remember, you can safely order by post—our experienced 
packers ensure that your records or equipment reach you in 


perfect condition. 





ALFRED IMHOF LIMITED Dept. 16, 112-116 New Oxford Street London WC1 : MUSeum 7878 

















“RECORDS please” 


RECORDS... your complete monthly guide to all new 


ecca-group LPs and EPs. RECORDS... twelve pages of news, 


. 


photos, features and full colour illustrations. 


RECORDS. ... available from your dealer now, price 6d. 


RECORDS 6° 


MONTHLY 





THE DECCA RECORD COMPANY LTD DECCA HOUSE ALBERT EMBANKMENT LONDON SE11 
“A 











Seren 





—— a Model W.V.B. 


Our specialised MONITOR HEAD MODEL W.V.B. has an additional head 
and amplifier which enables this recorder to perform a number of useful 
functions. The most important of these is to monitor the recorded tape 
a fraction of a second after it is made, and if necessary compare it by 
throwing a switch, with the signal before it is recorded. This allows the 
recording engineer to make certain that he has made a first class recording 
before the artists leave the studio, without the necessity of waiting while 
another run through is made. 


Additional items may be recorded one on top of another while listening 
to the first, since a switch is provided for the erase, and the bias, which 
also acts as a partial erase, can be lowered slightly, and its new value 
checked on the meter. In a similar manner the original signal may be fed 
back and recorded, resulting in an echo, the time constant of which is 
controlled by the speed of the tape and the distance apart of the heads. 


VORTEXION RECORDERS use a synchronous capstan motor to ensure 
accurate recording and playback speed. 


approximately the same degree of quietness as normal 50 cycle mains. 


close to tape heads in case the field causes slight hum. 


The case measures 9 in. x 6 in. x 9 in. 


Telephones : LiBerty 2814 and 6242-3 


POWER SUPPLY UNIT for operation with Tape Recorder 
or similar equipment on 12V. car battery. 


This D.C. to A.C. supply unit has been specially manufactured to provide 1% accurate 
50 cycle A.C. power for 50 c/s synchronous motors and amplifiers sensitive to mains 
noise. The output from the 50 cycle is well filtered to reduce harmonics and give 


The efficiency is over 80% at wattages over 50. Terminals for a remote control switch 
are fitted to prevent carrying the heavy low voltage L.T. cables any distance from the 
battery. The unit can then be fitted at the point closest to the battery to prevent 
voltage drop on leads and the A.C. satisfactorily extended to any required position. 


The unit is fitted in an 18 gauge steel case to give screening, but it should not be placed 
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quality equipment 


Many a of steady development have enabled us 
to still further improve the Vortexion W.V.A. and 
W.V.B. recorders which are now fitted with clock 
type position indicators. 


All componets which could contribute to noise or 
reliability are carefully measured and selected in- 
dividually before incorporation, resuiting in an 
exceedingly low background noise and distortion 
with frequency response within + 1.5 db 50-10,000 
c/s and + 3 db 40-12,000 c/s. 


ye The meter fitted for reading signal level will also read 


bias voltage to enable a level response to be obtained under 
all circumstances. A control is provided for bias adjustment 
to compensate low mains or ageing valves. 


* A lower bias lifts the treble response and increases 
distortion. A high bias attenuates the treble and reduces 
distortion. The normal setting is inscribed for each instru- 
ment. 


%* The distortion of the recording amplifier under recording 
conditions is too low to be accurately measured and is 
negligible. 


x A heavy Mumetal shielded microphone transformer is 
uilt in for 15-30 ohms balanced and screened line, and 
requires only 7 micro-volts approximately to fully load. 
This is equivalent to 20 ft. from a ribbon microphone and 
the cable may be extended 440 yds. without appreciable loss. 


%& The 0.5 megohm input is fully loaded by 18 millivolts and 
is suitable for crystal P.U.s, microphone or radio inputs. 


%* A power plug is provided for a radio feeder unit, etc. 
Variable bass and treble controls are fitted for control of 
the playback signal. 


se The power output is 4 watts heavily damped by negative 
feedback and an oval internal speaker is built in for monitor- 
ing purposes. 

¥ The playback amplifier may be used as a microphone 
or gramophone amplifier separately or whilst recording is 
being made. 


% The unit may be left running on record or playback, 
even with 1,750 ft. reels, with the lid closed. 





Full details and prices of the above on request 


VORTEXION LIMITED, 257-263 The Broadway, Wimbledon, London, S.W.19 


Telegrams : “‘ Vortexion, Wimble, London.” 
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Acoustica 


£ 





For the closest approach 
to the Original Sound — 
that your enjoyment 

and appreciation of music 


may be unimpeded 


2 Please ask for illustrated literature 


describing the QUAD II 
Amplifier, FM Tuner 
and Electrostatic Loudspeaker. 


ACOUSTICAL MANUFACTURING CO. LTD. 
HUNTINGDON, HUNTS. 
HUNTINGDON 36! 































THs. ease of Int mA =STEREOPHONIC 





j.2-10 AMPLIFIER 
A complete double amplifier with 






“ PREFECT ” ‘ 
SWITCHED F.M. TUNER po 




































In chassis form for simplified cabinet | — jJ.1o AMPLIFIER _ pre-amplifier, each section having 
mounting. Foster-Seeley Discriminator and oe same performance characteristics as 
Automatic Frequency Control. Single four- WITH BUILT S the J.10. Can b di 
celidion oultch aives i " - J.10. n be used in stereo or a: 

Third, Home, Light _ IN CONTROLS |= 2 single ae 

: ult-in rumble filter, also low- 
<a fio. eee | DY filter switched at 6 kc/s, 9 kc/s and 
external source of “ -_ OUT. Conforms in style with Jason 






power. With station- © The facilities of this excellent unit, Matching Equipment. 
named scale, and — which is part of the series of Jason | 


valves. _. Matching Equipment, have been ex- rete 
£15-12-9 = ~—— tended to include built-in high-pass = £37-10-0 rite \\\| 
inc. £4-1-9 P/tax. ____ and switched low-pass filters. 5-posi- 3 7 i} 


tion input selector. Bass and treble 























Bs: cee we oo Se ee — S . So ae = controls. Distortion - 0.1 , A at max. i eae Ie ns TO ae - 
“MERCURY” Kit includes ready- output. Power response withint 3db, 0 9 
SWITCHED oe etn uP” ——-25-20,000 c/s. £24.0-0 

plied with two valves, © ~ | eT  . 
F.M. TUNER KIT and all parts necessary ee ee AMPLIFIER AND PRE-AMP KIT 
vilimahde ee —. ete e he onell 
F.M. Tuner. 3 : A.M./F.M. TUNERS G94 | , ig 4, fier portion 
B.B.C. program- WITH , at | jor has similar 


mes and OFF con- : TUNED OR characteris- 




























trolled by single — tics to the 

switch. A.F.C. & | rant, Ph, J.2-10 amp- 

Foster-Seeley Both these self- b lifier; the pre-amp 

Discriminator. i sacs FO level of selec. ae a can be the Jason 

With front end External = power os . ra — jJ.4-4 or Jason’s 

tivity and quality on the A.M. sid ed : 

and 2 valves. £9-0-0 source required, | en a FM. reception by Ph ge ee specially developed J.2-2. 
re | 7 switch according to the model chosen. ae , The assembly may be used for 
; - A.M./F.M.2 i single channel reproduction as well as 
“ARGONAUT” A.M./F.M. TUNER 2 degrees of selectivity on A.M. give band- stereo, and includes input selector switch, 


widths of + 4 kc/s and + 8 kc/s. Variable bass, treble and volume controls in the pre- 
A.F.C. and F.S. Discriminator on F.M. ©. 2™P- Comprehensive instructions avail- 
toa 2 anita el "|. able. Complete kit for amplifier (/ess valves) 

: £45-17-5 inc. P/tax oe Pre-amp kits—-see below. £12-10-0 


For medium wave and F.M. reception. Can 
be built as a tuner unit, or as a complete 
receiver. Self-powered with station-named _ 
scale. Parts for . A.M./F.M.S2 


tuner only (less 5 kc/s selectivity on A.M. A.F.C. and F.S. 
valves) £10-10-0 Discriminator on F.M. The latter provides 














Masts tm gnake - B.B.C. programme selection by a switch. STEREO 
eal ts 7 valves. £31 
plete A.M./ BOBS Oe 8 : cinaeliiedat ii ilitiaacae ea PRE-AMP 
F.M. receiver (less Fe KITS 
valves) £11-0-0 - SWITCHED F.M. 
| a — es a TUNER, F.M.S2 Two types available, the larger of which 
ee  Self-powered. Name is recommended for the more experienced 
THE *~JASON ~— of B.B.C. programme builders. Valves are extra. 


Model J.4-4 (as described in Hi-Fi New») 





F.M. TUNER tuned in lights up on 










An _ outstandingl front scale. A.F.C. Twin | £16-10-0 
successful model, Limiter Stages, Cathode Model J.2-2 £12-18-0 
to build. Follower output, etc. £23-19-6 inc. P/tax 


simple These units require external power supply. 


3 Complete Kit (less === = - JASON TAPE UNIT JSM.x 
ee stain Anes Os — | =. --; An exclusive Somerset Murray design. Instan- 

ringe Area Kit (less valves) £ taneous monitoring, distortionless square-wave 
Power pack kit £2-1-9 reproduction, etc. Size and style as Model 


LEAFLETS J-2-10. Self-powered. £37-10-0 
— and nn eon _— — ‘ . 3 
bee 7 p Re pn ion you TH bE JASO N MOTOR & i Aae Bite, N te C0. 
require. Please mention ** The 


Gramophone’ when writing. 3-4 (B) GREAT CHAPEL S', OXFORD ST, LONDON.W.I 








STEREO DEMONSTRATIONS 


Every Saturday morning in our showroom 
at 3-4 Great Chapel Street. All welcome. 
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o satisfy the growing interest in stereophonic 


sound, we introduced at the Audio Fair a new 

L. © G i Cc A L. Ferrograph Series 3S fitted with an additional “in line” 
(or stacked) head and the Stere-ad Unit— 

A re = ee oO & CS on : —both of which are illustrated here. 
The Series 3S incorporates all the basic features 

of Ferrograph design and, of course, 
functions as a normal monaural recorder and 
reproducer. But, at any later date, it 



























with 


ving 

S as can also play commercial or other 
or as stereophonic tapes (recorded by the stacked 
| head process) by the attachment of an 
‘pass additional unit designated the Stere-ad. 
and 


Essentially the Stere-ad Unit incorporates 
two matched pre-amplifiers (one for each 
track) together with a second 23 watts 
power amplifier. Connecting the Stere-ad 
Unit to the Ferrograph 3S completes 

the connections whereby the two 
pre-amplifiers and the two power amplifiers 
(one already in the Ferrograph and the other in 
the Stere-ad) automatically provide a 2 x 24 watts 
matched stereophonic output for feeding into 
any appropriate external speaker system. 





ipli- 
‘tion 
vilar This logical approach to the problem will 
eris- permit the owner of a Ferrograph 3S to enjoy all the 
ho, thrills of true stereophonic sound at any 
a future time at small cost without discarding 
ason any existing equipment. 
on’s 
2-2. 

for 
I as In two models in cabinets cov- 
itch, ered light grained rexine, with 
pre- bronze deck and control panels 
vail- and cream fittings, as follows: 
ves) 
10-0 MODEL 3 S/N 

32/74 i.p.s. 
89 gns. 

, MODEL 3 S/H 
| 74/15 i.p.s. 
} 96 gns. 
= STERE-AD UNIT 
hich : 30 gns. 
iced | 


Vhe hiiianinly Ferro graph 


BRITISH FERROGRAPH RECORDER CO. LTD. 


(A subsidiary of Wright and Weaire Ltd.) 
i131 SLOANE STREET, LONDON, S.W.I1. . Tel: SLOane 1510, 2214 and 2215 
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THE MACKIE PARALLEL TRACKING ARM 


(BASED ON AN IDEA BY MR. PERCY WILSON, M.A.) 


OFFERS 


“A NEW SOUND” 


THE P.T.A. REPRESENTS THE BIGGEST SINGLE STEP FORWARD IN THE IMPROVEMENT OF REPRODUCTION FROM 
DISC RECORDINGS SINCE THE PERFECTION OF THE MODERN LOW-DISTORTION AMPLIFIER 
The amazing new freedom from distortion (particularly in the treble) in using this arm is noticeable on all records, not only the 
newest issues but also on the earliest L/Ps or even on older 78s. 
WHICHEVER PICK-UP YOU ARE USING YOU WILL BE AMAZED AT THE IMPROVEMENT USING THE SAME CARTRIDGE 
WITH THE P.T.A. 
In these high fidelity days it is difficult to believe that a single new product could offer a complete revolution in standards of reproduc- 
tion. Yet the Mackie P.T.A. offers an improvement so remarkable that when playing a favourite record using the P.T.A. the listener 
really does feel that he is hearing it for the first time. 
The most striking improvement in an orchestral recording is from the string section—always an elusive sound. Using the 

P.T.A. the “‘ buzziness”’ and “‘ tizzyness’’ often associated with ‘‘ L/P Strings’’ suddenly disappear and the sound comes into focus 
and is true and clear. Even on a poorly balanced recording where the strings are perhaps too near the microphones the amazingly 
clear sound associated with the Mackie Arm means that with a slight reduction in treble the balance can often be corrected and a 
poor record becomes a remarkably good one! 

With a piano or a vocal record the new clarity possible means a degree of realism that is quite startling while a record of dance 
orchestra or small combination has an exciting new crispness and the rhythmic background is realised to perfection. 

WHICHEVER PICK-UP CARTRIDGE YOU ARE USING IT CAN BE FITTED INTO THE P.T.A. 


No charge is made for fitting and the arm is supplied ready for immediate use. 


THE LONG PLAYING 
RECORD LIBRARY 





TRADE ENQUIRIES 
INVITED 


SEND S.A.E. (2}d.) 
FOR 
INTRODUCTORY 
LEAFLET 


























THE LONG PLAYING SQUIRES GATE STATION APPROACH KOM! Ep e 
RECORD LIBRARY ves esa tHe tons 
PLAYING 





(SELECTIVE) CLASSICAL CATALOGUE AND 


HANDBOOK FOR 1958 NEW L/PS 








INCLUDING 3/6 INCLUDING FACTORY oe ; — . 
POSTAGE & POSTAGE & 
PACKING PACKING FRESH Vege a 


EASILY THE BEST VALUE IN THE GRAMOPHONE 


WORLD TODAY AND AN ESSENTIAL PURCHASE ALL NEW L/Ps SUPPLIED TO ORDER BY THE LONG PLAYING 
FOR THE RECORD COLLECTOR RECORD LIBRARY ARE NOW TREATED BY THE ‘‘ PARASTAT ”’ 


’ PROCESS AND THUS BECOME PERMANENTLY ANTI-STATIC 
CONTENTS AND RESISTANT TO DUST. 
@ A selective list of all the L/Ps of good music well a eS ee Te 


reviewed by the critics.—Over 4,000 record ings listed. Any record purchased is not only a brand new, guaranteed unplayed factory 
copy, but it has been obtained from the manufacturers by special order for 


. . the purchaser. Besides being unblemished the disc is also as up-to-date a 

we A basis for a record collection—l00 recommended pressing as currently available in the country. This is cuesupebensig” baaueeens 
L /Ps when it is realised that many of the older L/Ps (especially Decca) are currently 

“ being recut from the master tapes by the manufacturers with marked improve- 


ment in reproduction. 
@ INSPECTION before despatch @ SPEED OF DESPATCH. 24 hour 


@ 50 L/Ps specially suitable for demonstrating high-fidelity 


equipment. means that only good pressings service for discs currently and 
are chosen. immediately available from the 
@ The Care of L/Ps. The Reproduction of L/Ps. @ ADVICE. We can supply the eemeaies 
best recording to order, if asked. GUARANTEE on all records 
@ Groove jumping and groove repeating. @ PACKING. Unique and specially providing any fault was inherent 
meee. — ety polythene - the ~~ when . _ or er 
. sleeved. o charge for postage as not subsequently been induce 
8 The use of amplifier controls. and packing on any L/P, M/P, or by faulty equipment or careless 
ose ele sent ey - —_ handling. 
: ; ; sles. xcept Eire o charge 
® Full details of Library membership . on export orders £10 or over. Our decision is final in this matter. 


SEND 3/6 FOR YOUR COPY 0, All record labely, available in this country can 


NOW |! WHY NOT MAKE A TRIAL ORDER NOW! 





| 
| 








_ * i 


— =e oe er 
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@ Selected by the Council of Industrial 
Design for the Brussels International 
Exhibition, 1958. 


@ Exhibited at the U.S. World Trade 
Fair, New York, May, /958. 


EIZES 


TRIPLE-FOUR 








speakers 





controls 





Hear your records for the first time i 


on the E°A’R Triple-Four Repro- 


ducer, the first choice of music 


lovers in more than 40 countries. 


| 
| 
| 
| 
| 
| 
speeds | | 
| 
| 
| 
| 
| 





No other portable Gramophone 
can offer all these features ! 


@ E-A°R four-stage six-watt push-pull amplifier 


@ Independent Bass and @ Selector Switch for LP, @ /0-Record Auto- 


Treble Boost 78 or auxiliary input changer with manual 
@ High compliance @ Provision for extension position (Garrard or 
turn-over pick-up speaker. : Collaro) 


@ Four permanent magnet speakers with crossover network 
(Non-auto model with Garrard motor 34 gns.) 


. . the world’s 
most advanced 
portable gramophone 








Originality of design, high standards of craftsmanship and a determination to 
offer the best at each price level ...these are the driving forces behind 
E‘A’R. Hear E*A’R Balanced High Fidelity and standard models at your 
dealer’s showroom or post coupon for illustrated literature. 


Britain’s leading Gramophone Specialists 
ELECTRIC AUDIO REPRODUCERS LTD. 


The Square, Isleworth, Middlesex. 








Cables : Eargram, Isleworth, Hounslow. Phone : ISLeworth 6256-8. 





To: ELECTRIC AUDIO REPRODUCERS LTD. 
The Square, Isieworth, Middx. 

Please send literature on the items marked. 
[-] Cabinet Reproducers [] Portable Reproducers 
[] Balanced High Fidelity Units (amplifiers, etc.) 
ne ennui 





eS 
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The revolutionary new Pye 
Mozart is one of the smallest 
and most efficient amplifiers 

ever devised. Ingeniously simple 
design and printed circuitry make 
possible 10-watts undistorted 
output from a chassis measuring 
only 33” x 103” x 5”. Its features 
include 4 inputs and a new 
‘Dialomatic’ pickup compensation 


unit. 
Used with the specially designed 
Mozart Companion Speaker, the 












Mozart Lowboy offers the The new Pye 
enthusiast the basis of a Mozart Lowboy 
craftsman-built high fidelity system Price 32 gns. 


at very reasonable cost. Legs 2 gns. extra. 





Pye High Fidelity Systems are available from all Pye High Fidelity Dealers. 
The list given below is representative. 


BINGLEY, YORKS BRISTOL 

Messrs. Leonard S. Dyer Ltd., Bristol and West Sound 

87 Main Street. Recording Services Ltd., 
6 Park Row. 


BOLTON, LANCS. 
Messrs. R. W. Proffitt Ltd., BURNLEY, LANCS. 

49/51 Knowsley Street. Messrs. Thomas Pollard Ltd., 
13 Market Street. 











Ronaidsons of Southbourne 
10 Castle Street, 4 ana = James Howell & 
h a e sg 

ristchurch 9/18 St. Mary Street. 

Ronaldsons of Southbourne, CROYDON. SURREY 
| 
oo a Road, Classic Electrical Co. Ltd., 
, 352/364 Lower Addiscombe Rd. 

BRADFORD, YORKS EXETER, DEVON 
Messrs. Brown, Muff & Co. Ltd., Messrs. Fildews (Engineering) 
‘Howard House’ Ltd., 
Bank Street. | 99 Fore Street. 


HIGH FIDELITY SYSTEMS 
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Pye Mozart Companion. 
Price 21 gns. tax paid. 
Matching legs 2 gns. 





LIVERPOOL 


Messrs. Crane & Sons Ltd., 
Hanover Street. 


Beaver Radio (Liverpool) Ltd., 
60 Whitechapel. 





LONDON 


Army and Navy Stores Ltd., 
105 Victoria Street, 
S.W.1. 


Holleys Radio, 
315 Camberwell Road, 
S.E.5. 


Messrs. Alfred Imhof Ltd. 
112/116 New Oxford Street, 
W.C.1. 





PYE LIMITED 


Pye High Fidelity Systems are available from all Pye High Fidelity Dealers. 
The list given below is representative. | 
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The Mozart Companion 
Speaker was announced at this 
year’s Audio Fair. The Mozart 
Companion 10-watt Speaker 
combines the thrill of high 
fidelity with the beauty of fine 
furniture—at low cost! 

An enclosure of unique design 
houses an 8” speaker and an 
acoustically isolated 4” tweeter 
unit, with a crossover network 
giving a frequency range of 
45-17,000 C.p.s. 

A pair of these speakers is ideal 
for stereo. You can buy 
another unit at a later date 
knowing the matching will 

be unimpaired. 


LONDON cont'd. 


Musicraft, 
80/82 Uxbridge Road, 
W.13. 


Messrs. Troughton & Young 
Ltd., 

143 Knightsbridge, 

S.W.3. 


MALVERN, WORCS. 


Ranford Radio Ltd., 
Barnards Green. 


MANCHESTER 


Messrs. Crane & Sons Ltd., 
202/204 Deansgate. 





OF CAMBRIDGE 
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Mozart 


“PYE’S PINT POT!” 


P. Wilson writing in ‘The Gramophone’ 


















































‘. .. this is one of the most interesting amplifiers I 
have seen in recent years.” 


“*. . . at Earls Court we found ourselves unanimous 
in admiration of its ingenuity.” 


““The performance is remarkably good . . . one of 


my colleagues, indeed, was so impressed with the The Pye Mozart in open-work 
lay-out, components, workmanship and metal case. Control panel in bur- 
performance that he affectionately nicknamed it g nished tr Ibs. 
Pye’s Pint Pot! By which I suppose that he means The Pye Mozart 3? — available 
that it holds a quart.” in chassis form. Weight 8} Ibs. 


. e Pri . 
“Altogether then, this little amplifier is a notable tie aes 


and worthy addition to the Pye range and will do 
much to solve the Hi-Fi problem in those homes 
where space is a major consideration.”’ 





Pye High Fidelity Systems are available from all Pye High Fidelity Dealers. 
The list given below 1s representative. 


MANCHESTER RICHMOND, SURREY 
Messrs. J. Norris (Radio) Ltd., Musicraft, 
212 Wilmslow Road. 13 King Street. 
Base Reessse SAe. SALISBURY, WILTS. 
5/7 Barton Square. 

89, Crane Street. 





NEWCASTLE-ON-TYNE 


Haymarket Radio, 


10b Haymarket. SOUTHALL, MIDDX. 


Musicraft, 
NORTHAMPTON 20/22 High Street. 
John Lever, Esq., 
The Record Shop, SOUTHAMPTON 


20 Kettering Road and 


48 Gold Street. J. F. Sutton, Esq., 


421 Shirley Road. 





OXFORD 

Messrs. C. E. Horn & Son, SOUTHPORT 

6 South parade, Aldridges (Music) Ltd., 
Summertown. 14/16 Hoghton Street. 


J. F. Sutton Esq., 





HIGH FIDELITY SYSTEMS 





















BRO 





? 
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Pye High Fidelity Systems are available from all Pye High Fidelity Dealers. 
The list given below is representative. 


SUNDERLAND 
Messrs. Rose Bros., 
5 Blandford Street. 


SCOTLAND 
ABERDEEN 


Messrs: James Scott & Co. 
(Electrical Engineers) Ltd., 
414/416 Union Street. 


AYR 


Messrs. Fairbairn Ltd., 
181 High Street. 


DUNDEE 


Messrs. Larg & Sons (Dundee) 
297 Hiltown. Ltd., 


EDINBURGH 

Messrs. James Scott & Co. 
(Electrical Engineers) Ltd., 
21 George IV Bridge. 


PYE LIMITED 





The creative mind of 
the scientist ...in the hands 
of the craftsman 


The Pye Mozart’s exacting 
specification has been reached 
only through good design and 
hand-finishing by wiring and 
assembly experts. The hand of 
the craftsman is reflected, too, in 
the various presentations of the 
Mozart. In Lowboy, chassis or 
cabinet form, the clean lines and 
practical dimensions of the 
Mozart are in keeping with its 
character as a high quality 
electronic instrument. 





OF CAMBRIDGE 


The GRAMOPHONE 

















GLASGOW 


Messrs. Alexander Biggar Ltd., 
273/275 Sauchiehall Street. 


Messrs. Harvie & Henderson, 
375 Paisley Road West, 
S.W.1. 


Messrs. James Scott & Co. 
(Electrical Engineers) Ltd., 
175 St. Vincent Street. 


PERTH 


Messrs. Larg & Sons (Dundee) 
7 County Place. Ltd., 


Messrs. James Scott & Co. 
(Electrical Engineers) Ltd., 
6/8 Princes Street. 


* 
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Mere 
today 


and tomorrow 
too! 


Before investing in a new loudspeaker you will naturally wish to 
assure yourself it will not become obsolete in the near future. 
You need have no such fears with the Vitavox DUI20 Duplex 
Coaxial Loudspeaker. The advanced design and careful control at 
all stages of manufacture ensure years of reliable distortion-free 
satisfaction to the purchaser. Hear it — that will convince you 


more than any claims we may make. 





VITAVOX 


, DUI20 DUPLEX COAXIAL 
FULL RANGE LOUDSPEAKER 









oy £19.10s. 


Westmoreland Road, London, N.W.9, England 
VITAVOX LIMITED Telephone: COLindale 8671] 








? 
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Mr. Monarch discusses a 


ae al 
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The brilliantly successful Yi Ma | 3 L 


WORLD’S FINEST 4-SPEED AUTOCHANGER 


[t’s no exaggeration to call the Monarch a miracle— 
it makes your records live—and its gentle unerring 
precision makes them live longer. The Monarch 
never falters—stack ten discs of all sizes in any 
order and leave this modern miracle to -.play—to 
bring the artistes right into your room. 

All leading players and radiograms are fitted with the 
Monarch—be sure it’s in the set you buy. Your dealer 
will gladly put the Monarch through its paces—he 
knows it’s the most reliable changer in the world. 
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ai ARGEST AUTO 
ys THE “HANGER FACTORY IN EURO?” 
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The Ful-Fi crystal cartridge is factory-fitted in 
every Monarch—it’s part of the Monarch success 
story. To retain the original perfection insist on 
Ful-Fi when replacements are needed. You can 
give new life to your present player, too, by fitting 
a Ful-Fi cartridge—simplicity itself to install in 
any standard pick-up arm. The cartridge slides 
instantly in and out of its snap fork housing. 
Ful-Fi sapphire needles will bring out all your 
records can give. 











BIRMINGHAM SOUND REPR 


MAKES MUSIC FOR MILLIONS 


ODUCERS LIMITED 








Cc 
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ee Introducing the new = 


RD JUNTOR 


este MRT OOO 


caer tS eS 


STEREO 
CONTROL UNIT 







This entirely new unit incorporates every essential 
requirement for High Fidelity STEREO reproduction 
from tape, Records and Radio. Provision is also made for 
monaural operation, including Microphone and Tape Record. Versatile, 

the unit may be used with two JUNIOR or two CADET amplifiers, while owners of a JUNIOR 
amplifier may, if they wish, use a CADET as the second amplifier. Compact, the unit is directly 
interchangeable with the RD JUNIOR Mk.11 Control Unit and styled to match other RD JUNIOR units. 
PRICE £18. 10. 0. 


@ PUSH-BUTTON INPUT SELECTOR, stereo on pick-up, M@ TAPE REPLAY SOCKET for stereo replay direct from tape 
tape and radio; single channel on microphone. Muting contacts replay head. Incorporates CCIR 74” characteristic. 
prevent possibility of “breakthrough.” 
HM DUAL CONCENTRIC VOLUME CONTROL simplifies 


balancing problems and permits use of dissimilar main amplifiers. 
M SELECTOR SWITCH permits immediate selection of stereo _ 


operation, or monaural snige: ee 
channel. 6a : 







Ratt: 








variable Bass and Treble controls using een < circuit. 


HM RECORD COMPENSATION conforming to current RIAA LP 


characteristic. Mi STYLING matches existing RD JUNIOR equipment and is 
available in same colour range. Installation identical to RD JUNIOR 
M@ TAPE RECORD SOCKET for single channel recording. Mk.11 Control Unit. 


Input Sensitivity: Tape (Playback): 2.5 m/V. Pick-up: 2.5 m/V 
Microphone: 5 m/V. Radio: 25 m/V. Tape (Record): Output 
100 m/V. Low Pass Filter: 8 kc/s. 15-18 DB per octave Bass 
(Selsl age) | a. 2 8)-5 16 OB. (50 cps.) Treble Control /+ 1208 
18 OB. (10 kc/s.) ‘Cross Talk’’ :~ 40-45 DB. Consumption 


6.3v. 1.4A. 180-300v. 2-3.5 m/A: Valves: 2 ~ EF86. 3 » ECC83 


Dimensions: 83” « 55” » 52”. Weight: 6lbs. 








TWO RD JUNIORS peers had |] TWO RD CADETS 
20 WATTS STEREO | “(6 “erature may De 10 WATTS STEREO 
£34. 0. O. free and post free on request €21. 0. 0. 


Trade and Export enquiries invited 


ROGERS DEVELOPMENTS LECTRONICS) LTD 


‘RODEVCO WORKS’ <: 4-14 BARMESTON ROAD -: CATFORD ° LONDON, S.E.6 
Telephone : HiTher Green 7424 Telegrams ; RODEVCO LONDON S.E.6 
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Knowing that for recording quality 

it is without equal, more and more 
experts and connoisseurs of hi-fi 
recording are choosing Mastertape. , 
Now manufactured with a new 
improved lacquer it is anti-static and 
free from curl yet costs no 

more than many inferior makes. 












Mastertape 


MAGNETIC RECORDING TAPE BY 





MSS RECORDING CO. LTD., Colnbrook, Bucks. 
Telephone: Colnbrook 2431 














The World’s greatest It 


The GRAMOPHONE 
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SEE YOUR DEALER NOW: 


SEE YOUR DEALER NOW | SEE YOUR DEALER NOW 


British pressed 


now avai lable on 





Cetra records 


include— 


| Albanese, Arnaldi 


Bergonzi, Binci, Bruscanti 
Callas, Carteri 
Cassinelli, Colasanti 
Corelli, Curtis Verna 
Dal Ferro, Dubbini 
Franzini, Fusco 
Gatti, Guelfi 
Mancini, Minniti 
Montarsolo, Neri 
Pagliughi. Petri 
Rapisardi, Rizzieri 
Savarese, Savio 
Siepi, Silveri 

Solaro, Stella 
Taddei, Tagliabue 
Tagliavini Tassinari 
Truccato Pace 
Valdengo, Valletti 
Verlinghieri 


, J June releases include— 


Nabucco (Verdi) 


with Silveri, Cassinelli, Gatti, 
Mancini, Binci ; 

Conductor : Previtali. 

LPC 1216a-b-c 


Tagliavini Recital 
LPC 55013 


Claudio Villa . 


Now available on two 7-inch E.P.s 
EPE 7001 and EPE 7002 


Mansfactred-tn Exeland 6YERARE RECORDS GROUP. 5/7 BARTON SQ., MANCHESTER 2? 
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S OUNDRITE LTD. take 

pride in the fact that their 
Professional Grade magnetic — 
recording tapes are in regular 
use by so many well-known 
research organisations, record- 
ing studios and other official 
bodies connected with audio 
research, | 

Where only the highest stan- 
dards satisfy discriminating users, 
Soundrite recording tapes are 


frequently specified. 


SOUNDRITE LIMITED, 82-83 New Bond Street, 


London, W.! HYDe Park [138 





U.K. representatives of the Stancil-Hoffman and Altec-Lansing Corporations of California 
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|, BEARSKIN AND TARTAN 


THE REGIMENTAL BAND AND MASSED PIPERS OF THE SCOTS GUARDS 


Director of Music: Lt-Col. S. Rhodes, m.B.&., Mus. Bac., A.R.C.M. 
Pipe Majors: J. S. Rowe, 3.z.m. and R. Crabb, B.E.M. 


Washington Grays—Quick March; Dover Castle—Slow March; Farewell to the 
Creeks; The hills of Kowloon—Marches; La Czarine—Mazurka; Come ye by 
Atholl—Slow March; The Balmoral Highlanders—March; Fame and Glory— 
Grand March; The March of the King’s Men—Quick March; The Duke of 
Roxburghe’s Farewell to Blackmount Forest—March; Athole Cummers— 
Strathspey; The Flagon—Reel; Torosay Castle—Retreat; The Colours—Troop; 
Loch Rannoch; Loch Duich—Slow Marches; Dundee City Police—March; 
Songs of the Hebrides—Fantasy 

33SX1075 * * * 

*** ‘The Scots Guards on Parade’, Nos. 1 and 2 also include wonderful selections of 
Reels, Strathspeys, Patrols and Marches—33sx1042 & 33SX1046 


SONGS OF SCOTLAND AND IRELAND 


FATHER SYDNEY MacEWAN 


tf [PA ae s 
He 


SSS Scotland the Brave; My ain folk; Bonnie Mary of Argyle; The Road to the Isles; 
Loch Lomond; Mother Machree; Star of the County Down; Killarney in the 

Spring; The youth of the heart; Rose of Killarney 

33S1073 


EMERALD AND TARTAN 


BRENDAN O’DOWDA 


Trottin’ to the fair; Little Bridget Flynn; The Loch Tay Boat Song; 

The stutterin’ lovers; Pride of Tipperary; The Scots Girl; Spanish Ladies; 
The Spinning Wheel; The little Irish girl; Darlin’ girl from Clare 

$3S1111 


AN EVENING WITH ROBERT BURNS 


THE SALTIRE MUSIC GROUP 








Ian Gilmour, Meta Forrest, SPEAKERS; Margaret Fraser, SOPRANO; 

Constance Mullay ,cCONTRALTO; Duncan Robertson, TENOR; Frederick Westcott, BARITONE 
directed by Hans Oppenheim with the Zorian String Quartet 

Introduction: from the Epistle to John Lapraik; Songs: The Learig; 

My luv she’s but a lassie yet; My hairt is sair; Scots wha hae; Ca’ the yowes; 
Comin’ thro’ the rye; Gone are the joys of morning; My spouse Nancy; 

The Soldier’s Song and The Quodlibet (both from ‘The Jolly Beggars’ and 

with piano accompaniment); Poems: Tam O’Shanter; Mary Morrison; 

John Anderson, my Jo; Toa mousie; Sic a wife as Willie had 

33CX1317 


HIELAN’ LASSIE 


PATRICIA CLARK 


with Philip Green and his Orchestra 

Charlie is my darlin’; Oh, whistle an’ I’ll come tay you, my lad; I left my darling 
lying here; Duncan Gray; O can ye sew cushions; Comin’ thro’ the Rye; 

Bonnie wee thing; The Laird 0’ Cockpen; Robin Adair; The Wee Cooper o’ Fife 
33S1113 


Regd. Trade Mark of 
1c OLUMBIA (oe) sve cen 
Company Limited 


334 R.P.M. LONG PLAYING RECORDS 


—-= 





Al 


E.M.I. RECORDS LiutrEp 8-11 Great Castle Street, London W.1. 
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THE STORY OF THE MUSICAL 


By MARK LUBBOCK 


C= of the fascinating features of which 
one becomes aware in tracing the origin 
and development of the ‘* Musical ”’, is the 
varying approach of different countries to 
this type of entertainment. The countries 
which are, or have been, the most diligent 
purveyors of the “‘ Musical” are France, 
Austria, Germany, Great Britain and 
America. Of these, Frenchmen demand 
intellectual, as well as musical, satisfaction. 
Both the Austrians and Germans favour the 
music first and last; the Austrians insisting 
on waltzes and sentiment, the Germans on 
spectacle and “hit” numbers. ‘The 
British like a good laugh, a love interest, 
straightforward, uncomplicated tunes and 
plenty of girls and the Americans melody, 
modernity and vitality. The ‘“‘ Musical ” 
as we know it today began in Paris in the 
days of the Second Empire. It was invented 
by an eccentric but extremely talented 
individual, who called himself Hervé. His 
real name was Florimond Ronger and he 
was always known by the nickname “ Le 
Compositeur Tocqué ” (* The crack- 
brained composer ”’), the title of one of his 
shows. As a young man, Hervé was 
appointed organist to a lunatic asylum in 
Paris called the Bicétre Hospital. He 
worked very hard to inculcate the principles 
of music into the minds of the poor mad 
inmates and was in the habit of organising 
concerts and dramatic performances for 
their benefit. These latter consisted of 
little musical plays to be acted by the 
inmates themselves, Hervé’s idea being to 
keep their minds off their morbid obsessions. 
The fame of these performances soon 
spread and enterprising theatrical managers 
came to see them. As a result Hervé was 
offered the post of conductor at the Théatre 
Palais Royale and he soon established him- 
self as a successful composer of the genre 
he himself had invented—‘“‘ Operette ”’. 

But it was the genius of Offenbach, 
which consolidated and developed what 
Hervé had invented. In collaboration 
with his two brilliant librettists, Henry 
Meilhac and Ludovic Halévy, Offenbach 
gave Paris a series of satirical operettas 


which enchanted and convulsed the public. 
Satires on court and society: La Vie 
Parisienne, La Belle Heléne, Orphée aux Enfers, 
La Perichole. Satires on big business: Les 
Brigants (with much appreciated bon mots 
like “One must steal according to the 
position one occupies in society’) and on 
the Army in La Grande Duchesse du Geralstein. 
Offenbach’s satirical operettas were designed 
specifically for the pleasure-loving public 
of the Second Empire. But with the coming 
of the Franco-Prussian war and the fall 
of the Emperor Napoleon III, the mood 
of Paris changed. People, who had starved 
in the siege were no longer in the mood for 
frivolity. The Republicans, especially, 
associated: Offenbach with the Imperial 
régime and regarded his ribaldry as immoral 
and his satire as merely idle jesting. It was 
on the crest of this republican wave that 
Charles Lecocq sailed into prominence, 
supplanted Offenbach and changed the 
face of operetta. Lecocq’s attitude to the 
theatre differed fundamentally from that of 
Offenbach. He regarded it as the home of 
escapism, and operettas like La Fille de 
Madame Angot and Le Petit Duc are devoid 
of any direct and critical bearing to reality 
and incline more toward the form of 
opéra-comique made popular by Auber and 
Scribe. Lecocq set a new fashion which 
was followed by subsequent composers of 
** Musicals ”; Planquette with Les Cloches 
de Cornville, Audran with La Poupée, 
Olivette, La Cigale and La Mascotte, Messager 
with Les Petits Michus and Véronique and 
Reynaldo Hahn with Cibdoulette. 

The “ Musical ” in Vienna started as a 
direct result of Offenbach’s international 
popularity. As his operettas became 
more and more successful, Offenbach 
demanded higher and higher terms until 
the managers groaned under the tyranny 
of his rule and thought it high time 
this invading Napoleon of Operetta was 
dethroned. And who was the man to do it? 
Johann Strauss, the composer of the popular 
** Blue Danube” waltz. At the age of 
forty-five, under pressure from a Viennese 
manager, Maximilian Steiner, and his own 


Harrow, 


Trade Office 11 Greek Street, London, W.1 


Middlesex Telephone: WORDSWORTH 2010 
Telephone : GERRARD 0850 


wife, the singer Jenny Treffiz, he deserted 
the dance floor to compose his first 
“musical”, Indigo, or the forty thieves, 
produced in 1870. Jndigo was an enormous 
success. Even Offenbach had seldom 
scored such a triumph. There followed 
fifteen operettas from Johann Strauss’s pen 
which included the incomparable Die 
Fledermaus, in my opinion the best of all 
operettas. Other outstanding Strauss oper- 
ettas are Der Zigeunerbaron taken from a 
novel by the Hungarian writer, Moriz 
Jokai, and Eine Nacht in Venedig. Johann 
Strauss’s association with the dance band 
world naturally resulted in his exploiting 
in his operettas the rhythms of the dance 
floor. And so it was that the waltz became 
the staple ingredient of Viennese operettas, 
not only those of Strauss but those of his 
followers: Karl Millécker who scored with 
The Dubarry, Gasparone and Der Bettelstudent, 
and Karl Zeller whose charming Der 
Vogelhandler was given at the Palace Theatre, 
London, just after the end of the war with 
the late Richard Tauber as conductor. 
The story of the Viennese “ musical” 
divides itself neatly into two periods which 
may be described as *“‘ The Golden Age ” 
of operetta and included Johann Strauss, 
Franz von Suppé, Millécker, Zeller and 
Ziehrer and “ The Silver Age” which 
included Franz Lehar, composer of The 
Merry Widow recently revived with resound- 
ing success at Sadler’s Wells, The Land of 
Smiles, The Count of Luxembourg, Gipsy Love, 
Paganini, Frederika, and many others. Other 
composers who were outstanding in this 
second period of Viennese operetta are 
Oscar Straus, composer of The Waliz 
Dream, The Chocolate Soldier and The Last 
Waltz, and Leo Fall, one of the most talented 
of all operetta composers and remembered 
in this country for The Dollar Princess, 
Princess Caprice, The Girl in the Train and 
Madame Pompadour. Finally I should like 
to mention Emmerich Kalman, like Lehar 
an Hungarian, with a colourful, brilliant 
style. His greatest successes were The 
Gipsy Princess and Countess Maritza. 

The British “‘ Musical ” appears in two 
forms “comic opera” and “ musical 
comedy ”. Comic opera was Britain’s reply 
to operetta and was dominated of course 
by the operas of W. S. Gilbert and Arthur 
Sullivan. Their first collaboration was 
billed as an entirely original grotesque 








opera Thespis, or the Gods grown old, presented 
as part of a burlesque entertainment at the 
Old Gaiety in 1871 by John Hollingshead, 
who described himself as “* licensed dealer 
in legs, short skirts, French adaptations, 
Shakespeare, taste and the musical glasses ”’. 
It was not a great success, the public were 
probably not yet ready for Gilbert and 
found him too clever and paradoxical for 
their taste. The real start of the enormously 
successful partnership under the manage- 
ment of D’Oyly Carte was the commission 
to write Trial by Jury, a curtain-raiser to 
Offenbach’s La Perichole in 1875. It 
supplanted a revival of Henry Carey’s 
Chrononhoton thologos which had been booed 
by the gallery. The success of Trial by 
jury decided D’Oyly Carte to embark on a 
policy of British comic opera and there 
followed the famous series of Gilbert and 
Sullivan operas, beginning with The 
Sorcerer in 1877 and ending with The Grand 
Duke in 1896. The best wits and the best 
composers found it impossible to equal the 
achievements of these great collaborators, 
though many tried. The nearest approach 
to Gilbert in wit was Basil Hood. He 
collaborated with Sullivan to produce The 
Rose of Persia in November 1899 and the 
two were at work on The Emerald Isle when 
Sullivan died. Edward German was called 
in to complete the work, which involved 
harmonizing and orchestrating all the 
numbers Sullivan had already composed, 
in addition to completing the score. Merrie 
England by Hood and German followed in 
1902 and German’s other comic operas 
were Tom Jones, The Princess of Kensington 
and Fallen Fairies to a libretto by Gilbert. 
Other notable composers of comic opera 
were Alfred Cellier (Dorothy, Doris), Edward 
Solomon (The Nautch Girl), G. H. Clutsam 
(Young England with Hubert Bath), Mont- 
ague Phillips (The Rebel Maid), H. Fraser 
Simson (The Maid of the Mountains), Thomas 
Dunhill (Tantivy Towers), Alfred Reynolds 
(Derby Day) and Walter Leigh (The Pride 
of the Regiment and The jolly Roger). 

The now well-known musical comedy 


developed from “burlesque”, a form 
of entertainment, which started with 
Madame Vestris’ management of the 


Olympic Theatre in 1831 where she 
presented Olympic Revels by J. R. Planché. 
In the early forms of “‘burlesque”’ popular 
tunes were fitted to the words of the songs 
in the manner of The Beggars’ Opera. Later, 
when George Edwardes became connected 
with this form of entertainment, composers 
like Meyer Lutz and Dr. Osmond Carr 
contributed original music. The dialogue 
was in the form of rhymed couplets, inter- 
spersed with excruciating puns. Here is 
an example from Faust-up-to-date? 
Mephistopheles: “Along the Riviera 
dudes her praises sing”. Walerlie: ‘* Oh, 
did you Riviera such a thing?” at which 
the audience, understandably, groaned. 
When George Edwardes saw that what 
John Hollingshead called “The Sacred 
Flame of Burlesque” was flickering, he 
abandoned it in favour of musical comedy, 
a formula of his own invention, which he 
established successfully with The Shop Girl 
at the Gaiety Theatre in 1894. This was 
the first of “‘ The Girls ” and there followed 
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The Circus Girl, A Runaway Girl, A Country 
Girl, The Quaker Girl and many others. 
The composers of these early musical 
comedies were Ivan Caryll, Lionel Monck- 
ton, Paul Rubens, Sidney Jones (with his 
enormously successful The Geisha and 
San Toy), Howard Talbot and Leslie 
Stuart. The Lyric writers were ‘‘ Adrian 
Ross ”’ (Arthur Reeve Ropes, a history don 
at Kings College, Cambridge), Harry and 
Percy Greenbank and Arthur Wimperis 
and some of the stars were Seymour Hicks 
and Ellaline Terriss, Arthur Roberts, 
Connie Ediss, Edmund Payne and Gertie 
Millar. Later George Grossmith jnr., 
Phyllis and Zena Dare, W. H. Berry and 
Leslie Henson. 

And so the story of British musical 
comedy continues uninterruptedly through 
the years. Later milestones are Noel 
Coward’s big success with Bitter Sweet, 
Ivor Novello’s persistently successful series 
of ‘“‘ Musicals” starting in 1935 with 
the spectacular Glamorous Night and ending 
in 1949 with King’s Rhapsody. Vivian Ellis 
has always maintained a high standard of 
melody in shows like Mister Cinders, jill 
Darling, Bless the Bride, And so to Bed and 
The Water Gipsies which brings us to today 
with two phenomenally successful shows 
The Boy Friend and Salad Days, and Grab 
me a Gondola. 

Finally we look to America where 
the musical stage has sprung into a com- 
manding position. In 1852 Willard Spencer 
wrote one of the earliest light opera hits 
The Little Tycoon which is said to have had 
over seven thousand performances. John 
Philip Sousa brought to his operettas 
El Capitan, The Bride Elect and The Charlatan, 
all the virile qualities of his marches and 
Victor Herbert, a descendant of the Irish 
writer, Samuel Lover, is considered 
America’s leading exponent of light opera. 
He is to America what Sullivan is to 
England, Offenbach to France and Johann 
Strauss to Vienna. The turn of the century 
ushered in a coterie of talented composers, 
who have done much to give the American 
stage prestige and popularity. Rudolf 
Friml with the alternating virile and 
plaintive strains of Rose Marie and the 
more martial notes of The Vagabond King 
and The Three Musketeers. Jerome Kern, to 
me the most engaging composer of the lot, 
went to America with a _ ready-made 
London reputation and charmed Broadway 
with Sally, Showboat, The Cat and the Fiddle 
and Music in the Air. Sigmund Romberg 
showed a wide range of ability in The New 
Moon, The Student Prince, Maytime and The 
Desert Song and although Irving Berlin 
has always been too busy writing songs to 
turn definitely to musical, comedy, his 
characteristic music in As Thousands Cheer, 
Annie Get Your Gun, and Call Me Madam 
must be mentioned. George Gershwin 
made musical comedy history on Broadway 
with his smash hit Of Thee I Sing which 
won him a Pulitzer prize. Among his other 
hits were Lady be Good and Oh Kay, and the 
climax of his career the negro opera Porgy 
and Bess. Richard Rodgers, son of a New 
York doctor, has reached the topmost 
rank in the field of the “‘ musical”. He 
originally worked in partnership with 
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Lorenz Hart and together they are credited 
with over a thousand songs and thirt, 
shows which included Dearest Enemy, Peg.) 
Ann, The Gil Friend and On Your Toes. 
After Hart’s death in 1944 Rodgers teamed 
up with Oscar Hammerstein II and made 
stage history with Oklahoma, Carousel, Sout: 
Pacific and in 1951 The King and I. Other 
composers who deserve mention are Vincent 
Youmans, who gained his experience as 
assistant to Victor Herbert, and contributed 
the scores of Wild Flower, No, No, Nanette. 
Hit the Deck and Great Day; Cole Porter, 
a pupil of the Schola Cantorum, Paris, a 
strange preparation for the composition of 
Fifty Million Frenchmen, Wake up and Dream, 
Gay Divorce, Nymph Errant, Anything Goes, 
Dubarry was a Lady and Kiss Me, Kate. 
Finally, Burton Lane with Finian’s Rainbow, 
Frank Loesser with Guys and Dolls and 
Where’s Charley and Frederick Loewe with 
Brigadoon and the enormously successful 
My Fair Lady, running now at Drury 
Lane. Loewe of Austrian parentage has a 
solid musical background. A piano pupil 
of Busoni and Eugen d’Albert, he won the 
Hollander medal in Berlin in 1923. My 
Fair Lady is adapted from Bernard Shaw’s 
Pygmalion, and this is the second time that 
a play of Shaw’s has been adapted as a 
successful *‘ musical”. The first was The 
Chocolate Soldier adapted from Arms and the 
Man. And so across the Atlantic modern 
America looks back to the past glories of 
Vienna, both countries sharing the common 
link of a British author. 





Musical Discography 

A most valuable reference work appears 
this month in the form of Brian Rust’s 
London Musical Shows on Records which has 
been published in a limited edition by the 
British Institute of Recorded Sound (38 
Russell Square, London, W.C.1) at a price 
of £1. The period covered extends from 
1894 to 1954 and the book consists of a 
main alphabetical reference to the titles of 
the productions, listing in each case the 
date and place of first performance, com- 
posers, performers and relevant recordings. 
There is also an index to the performers 
whose names appear in the book. 


E.M.I. 78 r.p.m. Deletions 

As we go to press it is announced that the 
whole of the “‘ H.M.V.’’, Columbia and 
Parlophone Special List of 78 r.p.m. records 
is due for deletion on the 30th of this month. 

This list, issued in 1956, gathered together 
a number of existing 78 r.p.m. records, 
classified under such headings as Chamber 
Music, Concertos, Folk Dances and Songs, 
Operatic arias, Piano Solos, Sacred Music, 
etc., etc., which were considered to be of 
interest to Educational Authorities and 
others with 78 r.p.m. equipment only. As 
the demand for these records is now 
virtually non-existent it has been decided 
to delete them. 


Pamphonic and My Fair Lady 

A note from Pamphonic Reproducers 
Ltd. advises us that they have installed the 
complete sound reinforcement system for 
My Fair Lady at the Theatre Royal, Drury 
Lane. Those who have seen the show can 
confirm its success. 


— 
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THE FIRST DISC-JOCKEY 


By GRAEME JOHNS 


| -aneme Little Menlo is asprawling oddly- 
shaped house presenting blind and 
peeling walls to the passer-by walking in its 
shadow along Beulah Hill, Upper Norwood. 
Sixty years ago it was the slightly eccentric 
pride of a man who was host to eminent 
Victorians from Gladstone to Florence 
Nightingale. It was the cradle of this 
country’s infant record industry ; a house 
whose Owner could claim to have antici- 
pated Christopher Stone’s title of the first 
disc-jockey by some forty years. 

The story of Little Menlo and its pioneer 
disc-jockey began in America in 1860. 

Soon after the outbreak of the Civil War 
the Union Army gained the services of an 
enthusiastic nineteen-year-old New Yorker 
named George Edward Gouraud. The 
youngster loved horses and became a 
cavalryman. He proved to be one of the 
bravest men in the Yankee ranks, his 
exploits outdoing those of any fictional hero. 
In his first battle at Leesburg he rescued a 
wounded comrade and captured a fully- 
armed rebel in the face of withering fire and 
tremendous odds. In the Battle of Honey 
Hill his superb horsemanship and courage 
enabled him to rally the Union troops when 
they were nearly routed by close-range 
artillery. Later he showed that he was no 
mere daredevil by storming a Confederate 
outpost manned by twenty men with a 
force of two and capturing a pair of brass 
Napoleon guns, fooling the enemy by 
shouting blood-curdling commands to non- 
existent men. When the war ended in 1865 
he left the Army as a Colonel and prepared 
to find a new career. After a spell in the 
U.S. Treasury he came to England as the 
agent for a firm of financiers among whose 
speculations was a promising young inventor 
called Thomas Edison. In 1873 Edison 
visited England and the two men met and 
made a mutual impression. 

In the same year, 1877, that Edison made 
his famous experiment of recording ‘‘ Mary 
had a little lamb ”, George Gouraud settled 
in Upper Norwood, a fashionable suburb a 
mile or so from the Crystal Palace. His 
telaxed charm made him well liked in the 
district, and the burly figure with the short 
haircut and greying’ moustache beneath 
which usually drooped a cigarette, became 
a familiar sight to his neighbours. The 
following year Edison ran into trouble with 
the Bell Telephone Company about patents. 
Deciding to form the Edison Company in 
London and cautious about the risks 
involved, Edison had only one choice for 
his agent in this country, George Gouraud. 

Among the staff that Gouraud engaged 
was a young Irishman who never seemed 
really to fitin. His name was Bernard Shaw. 

For a while Edison’s talking machine was 
regarded as no more than an interesting 
toy, and the idea languished as the inventor 
worked on various electrical projects. Mean- 
while Edison’s laboratory in New Jersey was 
at Menlo Park, and Gouraud had the 
thought of making a small tribute to his 


friend by erecting an imposing stone arch 
bearing the legend ‘“‘ Little Menlo” over 
the gateway to his own house. When he 
heard that Edison had returned to the 
phonograph scheme, Gouraud, discerning 
its potentialities, asked for and got the 
agency. In the flush of his enthusiasm he 
pleaded with Edison to come over for a 
visit. ‘** I should be charmed,”’ he said, “ to 
entertain you in my home to which you 
really owe a visit in recognition of the name 
it bears.” But the inventor was too busy in 
his laboratory. 

At last on a June afternoon in 1888 there 
came a knock at the door of Little Menlo, 
and the “improved phonograph” was 
delivered. Five minutes later the unusually 
excited George Gouraud, with his wife and 
three children, was as he put it, “ enjoying 
the astounding experience of listening to 
Mr. Edison’s voice more than 3,000 miles 
from the place it was spoken, and ten days 





A Recording Session at Little Menlo 


later.’ Excitement, however, was not 
likely to dim the business sense of the astute 
ex-soldier. With an eye to publicity he 
contacted the local Press almost immedi- 
ately. In a leading article which explained 
with some awe the working of the invention, 
the Norwood News prophesied “‘ a revolution 
of the present system of epistolary corres- 
pondence”, and hoped sociably that 
Colonel Gouraud would give his neighbours 
a chance to hear the wonder. Doubtless the 
neighbours did get their opportunity, but 
Gouraud was bent on more extensive pro- 
motion of the invention. The first private 
hearing at Little Menlo was soon arranged, 
and some of the most illustrious names of 
the day promised to attend. 

It seemed natural that the phonograph 
should be used as a substitute for the 
written letter, and at the first phonograph 
party, at which Gladstone was present, one 
of the main items was a personal letter from 
Edison to Gouraud. That the inventor’s 
whole mind had been obsessed by his 
discovery was evident. After having assured 
Gouraud that his wife and baby were doing 
well, he confided that “. the baby’s 


. 
—— 


My, 









Bx, 








4 


articulation is quite loud enough, but a 
trifle indistinct ; it can be improved, but 
is not bad for a first experiment.”’ Gouraud 
never did find out whether the inventor had 
been talking of the child or his invention. 
Later in the evening, Gladstone himself was 
persuaded to speak a “ phonogram ”’ into 
the machine, congratulating Edison on his 
work. From then on an unending pro- 
cession of Victorian celebrities passed 
beneath the stone arch of Little Menlo: 
Sir Arthur Sullivan, Lord Rowton, Joseph 
Pulitzer, Florence Nightingale, H. M. 
Stanley . . . and many others. Gouraud 
was especially pleased when Tennyson 
condescended to call and recite “ The 
Charge of the Light Brigade ”’. 


The Colonel turned his home into the 
first recording studio. Famous artists 
performing at the nearby Crystal Palace— 
the period’s centre of musical entertainment 
—were attracted. Gouraud himself directed 
the recording—he was forever explaining 
to singers that they must move away from 
the phonograph horn on loud notes to avoid 
** blasting ’’. He even anticipated “‘ histor- 
ical recordings”? by contacting Kenneth 
Landfrey who had been a trumpeter in the 
Crimean War, and getting him to sound 
for posterity the bugle call he had sounded 
at Balaclava, using the original bugle. The 
modern trend of interviews on_ tape 
recorders, such as used in Radio Newsreel, 
was also foreshadowed by the go-ahead 
Gouraud. He gave an interview to a 
reporter from the Pall Mall Gazette with 
interviewer and interviewee each speaking 
into a flexible tube attached to the phono- 
graph. 

His efforts brought the phonograph con- 
siderable fame and success, until the advent 
of the more convenient gramophone using 
discs instead of cylinders. Then, without 
warning, he disappeared from the public 
eye. He was by no means a poor man, and 
retirement gave him the opportunity to 
enjoy again in his last years the activities 
of leisure, particularly riding. 

In the event-packed early twentieth 
century George Gouraud and the phono- 
graph were forgotten. It was an era of 
progress, not retrospect. Not until 1931, 
when Thomas Edison died at the age of 84, 
did anyone wonder what had happened to 
the Little Menlo relics. At a meeting of 
personal friends of both Edison and Gouraud 
in London, two boxes that had been pre- 
served in the Gouraud family since the 
Colonel’s death, were opened. They con- 
tained many of the original yellow wax 
cylinders, but the effect of age and lack of 
proper storage had shrunk all but a few. 
George Gouraud’s cherished “ The Charge 
of the Light Brigade”, declaimed by its 
author, was playable, as was a cylinder by 
Stanley, the explorer-journalist. But lost 
for ever were recordings made by Sir Henry 
Irving and King Edward the Seventh. 


Since then many of the Little Menlo 


recordings, made and played by Gouraud, 
have been unearthed. But it is known that 
there are many more unaccounted for. 
Where are they ? Last year representatives 
of a famous gramophone company heard a 
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rumour that some of the missing records 
were still at the house which Croydon 
Corporation now uses for displaced tenants. 
The investigators who rushed to Upper 
Norwood found only disappointment and 
useless lumber. 

What happened to the recordings of 
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some of the world’s greatest statesmen and 
artists is a mystery. George Gouraud had 
many friends, and it is possible that he 
distributed many cylinders as mementoe: : 
somewhere in an attic or cupboard may be 
the means of settling once and for all that 
vexed question of what Gladstone said in —.. 





LETTER FROM AMERICA 


By HAROLD C. SCHONBERG 


URT WEILL’S contribution to the 

American musical scene was out of all 
proportion to the actual importance of his 
own music. And since his death a cult has 
arisen, dedicated to the proposition that 
he was one of the original geniuses of the 
age. His best-known—and best—work, the 
Threepenny Opera, has had a consecutive run 
of well over two years in a small downtown 
New York theatre, and a couple of songs 
from the show (which is presented in 
English) were best-selling ‘‘ pop ” discs for 
many months. Occasionally one of his 
other stage works (e.g. Street Scene) is 
revived. Some of his absolute music, 
including a violin concerto, has been heard 
in recent seasons. 

But Mahagonny, which many think is his 
most important opera, has never had a 
performance in America, Now Columbia 
comes forth with a full-length version, on 
three discs, with German singers and 
musicians under the direction of Wilhelm 
Briickner-Riiggeberg. Lotte Lenya, the 
composer’s widow, sings the role of Jenny. 
Mahagonny, which was first performed in 
1930, has a Berthold Brecht libretto full of 
searing social commentary. Apparently the 
Communists dislike Brecht’s thesis here as 
much as the capitalists and do-gooders do. 

The opera does have a certain amount 
of strength and conviction, couched in 
what Weill thought was a jazz idiom. But 
I confess to finding much of it a bore, just 
as I find the symbolism what the late 
James Agate used to refer to as “highbrow 
tosh”’. It is a period piece, as the Threepenny 
Opera is, but it lacks the Threepenny’s 
insouciance, melodic ingenuity and bitter- 
sweet quality. Too damn much social 
consciousness and protest; not enough 
music: that’s the trouble with Mahagonny. 
The performance sounds fine and authentic, 
and the recorded sound is terrific. 

The only other important operatic 
recording is Andrea Chénier, on three London 
discs, with Tebaldi, del Monaco and 
Bastianini. English reviewers have already 
commented on the strenuous qualities of 
the singing. Very few of the big-name 


‘Italian singers bother to observe a pp any 


more. A possible reason, one suspects, is 


, that they do not know how. Of current 


vocal discs, there is a disappointing recital 
of Goethe songs (i.e.’ songs by Mozart, 
Beethoven, Schubert, Schumann and Wolf 
set to Goethe poems) by Irmgard Seefried, 
who sounds shrill and frequently insensitive. 
Rita Streich, on another Decca disc, is 


heard in songs by Schubert, Strauss, Wolf, 
Nicolai, Milhaud (Chansons de Ronsard) and 
several folk songs. She sings accurately 
and appealingly, though without any 
intense concentration. 

Decca’s last Archive issue which I did 
not have space to mention last month, was 
largely concerned with the Easter Liturgy : 
a three-disc set of Gregorian chants sung 
by the monks of the Benedictine Abbey of 
St. Martin, Beuron. Three additional, 
non-Easter, discs included Pergolesi’s Stabat 
Mater, a pair of works by Leopold Mozart 
and a disc of music by Stamitz. Urania, 
which is back in production again, has a 
somewhat allied disc of early music. This 
one represents two cantatas, the Magnificat 
and the Missa Brevis by Buxtehude, well 
done by Alfred Mann and the Cantata 
Singers. More early music is contained on 
Urania’s disc of three Bach Chorale Partitas, 
exceedingly well played by Robert Noehren 
on the magnificent Beckerath organ in 
Cleveland; in Vol. 6 of the complete 
Buxtehude organ music played by Alf 
Linder (Westminster) ; in rich-sounding 
performances of flute concertos by Haydn, 
Lechair and Pergolesi by Camillo Wanausek 
and the Vienna Pro Musica Chamber 
Orchestra (Vox); and in a spirited, 
rhythmic interpretation of Haydn harpsi- 
chord concertos (in C and F) played by 
Helma Elsner and the Pro Musica Chamber 
Orchestra conducted by Rolf Reinhardt 
(Vox). 

Paul Badura-Skoda, not content with 
merely playing the piano part in Mozart 
concertos, also conducts himself and an 
orchestra in four of them on two West- 
minster discs: Nos. 14 and 22, Nos. 19 and 
24. Clear recorded sound and tasteful, 
rather sensitive performances ensue, though 
in No. 24 in C minor one might wish for a 
less flabby approach to the first movement. 
Badura-Skoda only too often sacrifices 
propulsion to rumination; he seems so 
determined to avoid any possible charge of 
virtuosity that he almost prettifies the 
music. Nevertheless, admirable and honest 
playing. Of other piano concertos, there 
is the Brahms No. 2 in B flat by Emil 
Gilels and the Chicago Symphony under 
Fritz Reiner. Nobody can say that Gilels 
is afraid of being called a virtuoso; he 
revels in the difficulties of the concerto. 
Once in a while he smears a passage, but 
this is a large-scale, exciting performance. 
I like his big, bold style, though it is easy 
to see where others may find it superficial. 
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¢O On the street where you live; ¢o 
. On the street where you live; I’ve grown accustomed ‘““DANKWORTH PLAYS ‘MY FAIR LADY’ ”’ 
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» I’ve grown accustomed Get me to the church on time; 
| @ mu SiC f ro mm to her face Wouldn’t it be loverly; 
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AND HIS CONCERT ORCHESTRA AND VOCALISTS 
Icould have danced all night; 

Wouldn’t it be loverly; Ascot Gavotte; 
On the street where you live; Show me; 
Get me to the church on time; 

With a little bit of luck; 

The rain in Spain; I’m an ordinary man; 
Without you; I’ve grown accustomed 

to her face; Finale 
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THE PETER KNIGHT 


SINGERS THE BILLY TAYLOR 
¢ TRIO 
WITH THE PETER KNIGHT ORCHESTRA 
Ta ke your p ick a WITH ORCHESTRA CONDUCTED 
BY QUINCY JONES 
from these Wouldn’t it be loverly; 
With a little bit of luck; ‘MY FAIR LADY LOVES JAZZ’ 


sel ectio Ns of The rain in Spain; Show me; I’ve grown 


I could have danced all night; accustomed to her face; >? 


O, 
the wonderful Get me to the church on time; With a little bit of luck; S 


On the street where you live; The rain in Spain; @ 


the show PARLOPHONE GEP8676 —— have rene all night; 
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A sound refiection! 


Long before any Capitol Full Dimensional Sound 
record is issued, its artistic and technical merits are 
very carefully considered over and over again. 

For a record to qualify for the now famous ‘F.D.S.’ 
symbol, it must pass well-above average standards of 
acceptability as regards: background noise; electrical 
and acoustic distortion; frequency and dynamic range; 
separation; musical balance and performance. When, 
and only when, there is unanimous agreement that an 
exceptional performance has been flawlessly recorded, 
will Capitol permit the FULL DIMENSIONAL SOUND symbol 


Incomparable 
High Fidelity in 
FULL 
DIMENSIONAL 
SOUND 


Li ttre 


CLASSICS 


to appear on the label. /t is your surest guarantee of 
purest high-fidelity ! 


SEE, HEAR AND OWN 
THESE SUPERB NEW CAPITOL 
FULL DIMENSIONAL SOUND RECORDS 


SYLVIA MARLOWE, harpsichord, with the Concert Arts Players— 
MANUEL DE FALLA Concerto for Harpsichord, Flute, Oboe, Clarinet, 
Violin, and ’Cello; virToRIA RIETI Partita for Flute, 

Oboe, String Quartet, and Harpsichord Obligato 

FELIX SLATKIN—conducting the Hollywood Bowl 

Symphony Orchestra—Symphonic Dances, works by 
TCHAIKOVSKY, GRIEG, RAVEL, MASSENET, etc. P.8369 
LEONARD PENNARIO, piano, with the Concert Arts Symphony Orchestra 
conducted by Vladimir Golschmann 

Liszt Concerto No. 1 in E fiat ; cHopin Concerto No.2in F minor P.8366 
FELIX SLATKIN—conducting The Hollywood Bowl Symphony Orchestra 
—TCHAIKOVSKY—1812 Overture ; supPE Light Cavalry ; 

ROSSINI William Tell ; supPE Poet and Peasant 

ROGER WAGNER CHORALE—Folk Songs of the Old World, Vol.2 


P.8309 


P.8380 
P.8388 


EMI RECORDS LIMITED - 8-11 GREAT CASTLE STREET - LONDON W1 
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Most of the other current concerto record- 
ings are unremarkable. Vox has reissued, 
on one disc, the two Mendelssohn con- 
certos for Two Pianos (Frugoni and Taddei, 
Frugoni and Mrazek), and has also brought 
out the Schumann ’Cello Concerto and the 
Schubert-Cassadé A minor ’Cello Concerto, 
adapted from the Arpeggione Sonata, played 
by Cassadé and the Bamberg Symphony 
under Jonel Perlea. Cassadé is plagued by 
intonation problems here, and frequently 
the listener gets the feeling of a desperate 
struggle. 

Among chamber music discs, there are 
the Heitetz-Primrose-Piatigorsky Trio (Vic- 
tor) in sharp, clear performances of Beet- 
hoven’s String Trios in G and C minor 
(Op. 9, Nos. 1 and 3); the Budapest’s 
smooth work in a coupling of the Ravel 
and Debussy Quartets (Columbia) ; and 
two Beethoven violin sonatas—the Kreutzer 
and the A major (Op. 30, No. 1)—beauti- 
fully played by Arthur Grumiaux and 
Clara Haskil (Epic). Grumiaux is an 
exceptionally supple violinist, perhaps one 
of the world’s great ones. 

Last April the Moiseyev Folk Ballet 
descended on the Metropolitan Opera on 
the first leg of a transcontinental American 
tour. They received a fabulous reception. 
For three weeks, the duration of the New 
York run, the Metropolitan was clean sold 
out while frenzied citizens put on all kind 
of pressure to get tickets. It was quite a 
show the Russian visitors put on : part dance, 
part circus, musically abominable, but 
sparked with engaging bravura and good 
fun. New York has, as the expression goes, 
taken the Moiseyev troupe to its heart. To 
tie in with the American engagement, 
Epic has released a disc of Russian folk 
dances, one side devoted to the Moiseyev 
musicians, the other to the Hungarian State 
Folk Ensemble. Musically the disc is no 
great improvement over what was heard 
at the Metropolitan Opera, but with the 
image of the company in mind, it will 
provide some elements of nostalgia. 

Last issue I wrote something about the 
new Columbia development in stereophonic 
discs. There is a postscript. Victor held a 
demonstration shortly after the Columbia 
announcement by Dr. Peter Goldmark. It 
was Victor’s opinion that a compatible 
stereophonic disc was out of the question ; 
that monaural was monaural, stereophony 
was stereophony, and never the twain 
shall meet. Victor engineers and officials 
claimed that Columbia’s compatible stereo- 
phonic disc was neither as good as the best 
monaural LP on the one hand, or the best 
full-stereophonic disc on the other. 

Whereupon Columbia held its press 
conference and said, in effect, “sour grapes”’. 
The betting in the industry was that 
Columbia would market its compatible 
stereophonic disc no matter what Victor 
and all of the other large companies thought. 
But lo and behold! The following week, 
Columbia issued a prim statement to the 
effect that they would not pursue their 
compatible disc but would instead go along 
with the other companies. Thus a. war is 
prevented, uniformity is assured, and the end 
of the summer should see all kinds of stereo- 
phonic discs and equipment on the market. 


The GRAMOPHONE 


EDITORIAL 


Over the past few months the stereo disc 
has received a considerable amount of 
publicity from various quarters, some better 
informed than others. From the consumer’s 
point of view it is naturally most en- 
couraging to read that the Industry has 
developed a further stage in the realm of 
home entertainment, but has this publicity 
tended to over-estimate the immediate 
influence of the stereo disc ? 

In November of last year we published 
our first comments on this new development 
and in concluding made it clear that, in our 
opinion, the stereo disc should be viewed 
not as a rival to the existing monaural disc, 
but as an extension of the facilities currently 
offered by the gramophone record. Recent 
trends have in no way caused us to revise 
this opinion. 

These thoughts are prompted by a letter 
recently sent out to the Trade by the 
Managing Director of E.M.I. Records 
Limited (responsible for the H.M.V., 
Columbia, Parlophone, Capitol and M-G-M 
trademarks) and from which the following 
extracts are made. 

** In our view the extensive publicity now 
given to the coming of stereo discs is un- 
timely, in as much as it may mislead the 
public and dealers in believing that the 
stereophonic disc will quickly replace the 
existing monaural LP record—this most 
certainly will not be the case. 

66 Why— 

1. The present stereophonic disc is not 
compatible, that is to say it cannot be 
played on the present commercial repro- 
ducers, players or radiograms. 

2. It requires, to achieve the best 
possible reproduction, an amplifier and 
two separately contained speakers which 
cost the purchaser anything from £50 
to £200. 

3. A large proportion of the record 
buying public may not find it convenient 
to accommodate three pieces of equip- 
ment, and particularly the need for the 
proper placing of the separate speaker 
units. 

4. While E.M.I. has been recording 
stereophonically for some years and is 
the only Company in this country offering 
the public stereo tape recorcls, it will be a 
considerable time before the Industry 
will be able to provide stereo repertoire 
in the form of stereophonic discs com- 
parable in extent to that now available 
on monaural LP records. 

** This is not being written in defence of 
monaural recordings but as an endeavour 
to bring this new development into proper 
perspective. 

‘*“We in E.M.I. are in the forefront of 
these events, and we intend to march with 
them, and our policy will be as follows :-— 

1. We shall continue to support our 
trade and serve the public with high 
quality monaural LP records, believing 
as we do that this record still has a great 
market potential and will continue to 
meet the needs of a very large section of 
the buying public who cannot afford or 
do not wish to change their existing 


equipment to stereophonic reproduction. 

2. We shall offer to our dealers and 
public a carefully selected first issue of 
super-quality stereophonic discs about 
the time of the forthcoming Radio Show, 
and subsequent limited issues will be 
made of the highest technical standard. 

3. Because of the increased costs that 
are involved in recording stereophonically 
and the higher cost of production, we 
are compelled to fix a retail price which 
will be somewhat higher than the existing 
retail prices of monaural records. 

4. To assist both dealers and public 
who have stereophonic equipment or 
those who may be desirous of adapting 
their Hi-Fi equipment for stereo repro- 
duction, we shall release early in June a 
demonstration test stereophonic disc, full 
details and price of which will be 
announced shortly. 

**In conclusion, while we have every 
faith in this new development, we are 
convinced that it is our duty to continue 
to serve our dealers and public with 
monaural LP recordings which will remain 
the backbone of the business for a con- 
siderable time and also provide super- 
quality stereophonic discs to meet the 
requirements of those purchasers of stereo- 
phonic equipment ”’. 

* . * 


On several occasions during the past few 
months we have commented on the need for 
international agreement on a standardised 
system of stereo disc recording, and we can 
now report that such agreement has been 
reached on most of the questions involved. 

The European companies then known to 
be interested discussed the matter in Zurich 
last November, and all the American com- 
panies, together with representatives from 
British companies, have met in New York 
recently for the same purpose. 

It is very gratifying to be able to record 
that the final recommendations by the 
Record Industry Association of America 
(R.I.A.A.), in their Bulletin, E.3, accepted 
on March 25th, 1958, are in fact the same 
as those recommended at Zurich. 

The following Statement, for which we 
are indebted to E.M.I. International Ltd., 
sets out these Standards for the guidance of 
all concerned. 


‘‘The present-day gramophone enjoys the 
advantage of an international dimensional 
standard, and it is extremely important that any 
major development which necessitates a 
departure from these existing standards should 
be discussed in the broadest possible manner 
in order to establish the new set of standards 
which may also be acceptable to everyone 
interested in the development and manufacture 
of discs and replay equipment throughout the 
world. The development of the stereo disc has 
now passed the stage of possibility and is now 
a clear probability for the very near future. In 
order to avoid ambiguity with regard to the 
technical intentions of the various Companies, 
a meeting was held in Zurich last November 
with representatives of the European record 
manufacturers known to be active in the field 
of stereo disc recording. This ad hoc committee 


(continued on page 40). 
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By AND FIRST REVIEWS 
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ORCHESTRAL 


ARNOLD. English Dances, Sets I and 
Il. Four Scottish Dances, Op. 59. 

BRITTEN. Matinées musicales, Op. 24. 
Soirées musicales, Op. 9. Philhar- 
monia Orchestra conducted by 
Robert Irving. H.M.V. CLP1172 
(12 in., 35s. 10d.). 

A great deal of very cheerful music here : 
just the thing, in small doses, for a dull day. 
The twelve Arnold dances especially want 
taking a few at a time, for the tunes, and 
even the famous orchestration, very quickly 
begin to pall, brilliant as they are. 
Performances are exemplary, and the Phil- 
harmonia is clearly enjoying itself in this 
virtuoso music—there are stylish touches 
from soloists that make one smile with 
pleasure. The recording is likewise very 
good and if you are looking out for a record 
full of rollicking fun, this is it. T.H. 


BACH. Brandenburg Concerto No. 3 
in G major. Ensemble of the 
Bachwoche, Ansbach, conducted by 
Ferdinand Leitner. 

BEETHOVEN. Consecration of the 
House—Overture, Op. 124. Berlin 
Philharmonic Orchestra conducted 
by Paul van Kempen. D.G.G. 
DG16126 (10 in., 30s. 11d.). 

What a very odd coupling ! Not one that 
I object to myself, since I happen to like 
both works, but there must be quite a lot of 
people who would prefer two Beethoven 
overtures or two Brandenburgs. 

Recent correspondence in these pages has 
made it quite clear that different people 
have very different ideas on the amount of 
resonance suitable for particular works, but 
I can’t imagine anyone attempting to defend 
the acoustic characteristic of this Bach 
recording. I’m sure that it is a very faithful 
reproduction of the sound made in the hall 
where it was recorded, but if that is so then 
I can only say that the hall was too large 


and too empty, for the result doesn’t make . 


musical sense ; the ear cannot, unaided by 
the score, disentangle the notes, and this 
seems to me to make it impossible to 
recommend when there are several much 
more clearly recorded versions available. The 
Beethoven is more satisfactory, though I 


TREVOR HARVEY . 
JEREMY NOBLE . 
LIONEL SALTER ‘ 


PHILIP HOPE-WALLACE 
ANDREW PORTER 
DENIS STEVENS 


should judge it to be one of D.G.G.’s earlier 
recordings since the general effect is rather 
muffled and one gets little feeling of attack 
from the strings. Kempen secures a good 
performance from the Berlin Orchestra, but 
it seems a little perfunctory compared with 
Weingartner’s old 78s. 


BARTOK. (a) Piano Concerto No. 3. 
(6) Dance Suite. (a) Annie Fischer 
(piano), London Symphony 
Orchestra. (6) Philharmonia 
Orchestra. All conducted by Igor 
Markevitch. H.M.V. ALP1588 
(12 in., 41s. 84d.). 

Piano Concerto: 
Katchen, Suisse, Ansermet (3/54) LXT2894 


Farnadi, V. Op., Scherchen (4/55) WLP5249 
Haas, Berlin R.I.A.S., Fricsay (6/56) DGM18223 


Dance Suite : 
(3/53) LXT2771 


L.P.O., Solti 
Berlin R.I.A.S., Fricsay (3/55) DGM18153 


How far ahead of the concert hall the 
gramophone is in catholicity of programme 
is once again indicated by the fact that so 
many choices now exist for two works which 
—-though the Piano Concerto is fairly 
entrenched in popular favour—still make 
surprisingly infrequent appearances in 
public. Why the Dance Suite is not more 
often played I cannot understand, since it 
was written for a festival occasion (the 
fiftieth anniversary of the union of Buda 
and Pesth) and its folky rhythms and 
harmonies fall very easily on the ear. Solti’s 
recorded performance is clean and neat, 
Fricsay’s warmer in tone, with more body, 
and with quite remarkable unanimity in all 
the rubatos. In this new version the rubatos 
do not always appear quite so natural: the 
suspicion of contrivance is sometimes at odds 
with the spontaneous folk atmosphere. In 
short, this seems to mea little less idiomatic. 
But as a recording, if one excepts the fact of 
the orchestral piano being a bit too prom- 
inent, the balance is admirable, and the 
fidelity of tone first-class. The strings have 
a real sheen, and the transparence of the 
detail reveals all of Barték’s incomparable 
sense of colour: listen, for example, to the 
passage where a low flute is in unison with 
a high bassoon. 

Is there something in the Third Concerto 
which makes it specially attractive to women 
pianists ? Annie Fischer makes the third 
female soloist on the gramophone lists, and 
gives what might well be called a feminine 
performance. She is very sensitive to tonal 
gradations ; and she is very free indeed in 
her rhythm—is this, I wonder, really the 
Barték tradition ? Some of her rubatos 
worry Markevitch and the orchestra, who 
do not succeed in catching her at a couple 
of places in the first movement (around 
figures 40 and 63) ; but she is at her best 
in the rhythmic panache of the finale, which 
she carries through with splendid bravura. 
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The piano is favoured too much by the 
recording, the very first entry thus sounding 
altogether too loud ; and in the solo passage 
around figure 90 there is a most extra- 
ordinary clangy reverberation. But in 
general the tone is clear—clearer than in 
the D.G.G. version, which is a trifle veiled, 
but which on points I still think the best 
performance available on disc. L.S. 


BEETHOVEN. Symphony No. 6 in 
F major, Op. 68, “ Pastoral ”’. 
Overture—“ The Consecration of 
the House ”’, Op. 124. Pro Musica 
Orchestra, Vienna, conducted by 
Jascha Horenstein. Vox PL10410 


(12 in., 41s. 9d.). 
V.S.O., Klemperer 
V.P.O., Furtwaengler 
Vienna P.O., Scherchen 
Concertgebouw, Kleiber (2/54) (R)LXT5359 
Philh., Karajan (4/54) 33CX1124 
N.B.C. S.O., Toscanini (5/54) ALP1129 
V.S.O., Otterloo (6/55) ABL3043 
N.B.C. S.0., Stokowski 
Berlin P.O., E. Jochum 
Detroit S.O., Paray 
Boston S.O., Munch (6/57 
New York P.O., Szell (9/57) SBL5206 
Berlin P.O., Cluytens (11/57) ALP1408 

Horenstein seems to me an unpredictable 


conductor. To some music he brings such 
zest that he compels attention and interest ; 
modern music for the most part. But in the 
classics he can vary between the very good 
and the utterly pedestrian. The ‘‘Pastoral”’ 
Symphony finds him trying to get by on 
sheer vigour. In the first movement 
particularly, you can sense him whipping 
his players along with a positive surfeit of 
energy, so that at times they have to hurry 
to keep up with him. There is no binding 
rhythm. He does in fact finish this move- 
ment much faster than he began it. He 
plays the slow movement “in twelve’”’, 
which makes it dull; Klemperer, taking 
it rather slower, nevertheless makes it flow 
more by lightening the second and third 
quavers in each group. Horenstein is at 
his excellent best in the scherzo and 
** Storm ”’, but in the finale he gives the 
sort of stodgy performance that one hears 
all too often. This is an extremely difficult 
movement to bring off, and in my experience 
only Toscanini, Furtwangler and Klemperer 
have really managed it. The Consecration of 
the House overture is loud for too long, lacks 
climax, and sounds more of a bore than it 
should. ‘The record contains a generous 
amount of music for the money, and in 
some ways it is quite well recorded. But a 
microphone overnear the bassoons con- 
stantly irritates. In the scherzo they sound 
like hens clucking in your ear, and this is 
not wholly unlikable, but elsewhere the 
internal balance is quite spoilt. R.F. 


(3/53) PL6960 
(12/53) ALP1041 
(1/54) WLP5108 


BEETHOVEN. Symphony No. 6 in 
F major, Op. 68, “ Pastorai’’. 
Philharmonia Orchestra conducted 
by Otto Klemperer. Columbia 
33CX1532 (12 in., 41s. 84d.). 

This is a tremendous performance, 
measured, controlled and completely con- 
fident; and in the result wonderfully 
convincing. It is at least as convincing as 
Toscanini’s though utterly different. Tosca- 
nini pushes the music serenely on. He is 
very close to Beethoven’s metronome 
marks, but, except in the first movement, a 
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little quicker. Klemperer at first sounds 
almost plodding by comparison. Except 
in the finale (where he is “‘ dead-on ”’) he is 
much slower than the metronome marks, a 
purist might say too slow. Yet it works. 
He has all the time in the world as he 
unfolds this pleasantly long-winded music, 
and moulds it into transcendental shape. 
The orchestra clearly sense his high purpose 
and they have responded with playing 
that must surely have gratified him. 

I found it fascinating to compare this 
performance, presumably made in 1957, 
with Klemperer’s previous recording for 
Vox, made about 1952. Both playing and 
recording are much better; perhaps of 
more interest, the interpretation has 
changed. Rhythms are more rock-like. 
With more years, he takes more time. The 
first and last movements, and also the 
** Storm ”’, are all much slower. He no 
longer has any desire to push the players 
along, and he now eschews such tricks as 
going a shade faster at bar 53 of the scherzo. 
He varies his tempi astonishingly little and 
yet nothing could be less boring. He has 
acquired a few new tricks: in the develop- 
ment of the first movement each chain of 
four tied minims starts by dropping to 
pianissimo and then grows to a climax ; in 
bars 479-487 he treats all the forte marks as 
comparatively mild accents (which I now 
see is what Beethoven meant; otherwise 
why put so many ?), dropping the tone 
immediately after each so that for once the 
clarinet can be heard ; in bars 133-9 of the 
finale he emphasises the horn phrases 
(which I never remember noticing before ; 
they are inaudible on most records) to 
match up with the violin figures a few 
bars earlier, and he plays the first subject 
of this movement much quieter and much 
slower with mesmeric effect. The whole 
performance is a bit mesmeric ; it persuades 
you for the moment that this is as good a 
symphony as Beethoven ever wrote. Which 
it isn’t, not that it matters. 


BEETHOVEN. Piano Concerto No. 1 
in C major, Op. 15. Piano Sonata 
No. 27 in E minor, Op. 90. Solomon 
(piano), Philharmonia Orchestra 
conducted by Herbert Menges. 
H.M.V. ALP1583 (12 in., 41s. 84d.). 


Concerto No. 
{1182) LXT2627 


3: 
Gulda, V.P. O., Boehm 
Badura- Skoda, V. Op., Scherch 
(6/54) WLP5209 


Wuehrer, V.P.M., Swarowsky (10/54) PL84000 
Serkin, Philadelphia, Ormandy 


(10/55) ABR4040 
Anda, Philh., Galliera 11/55) 383CX1302 
Kempff, Berlin P.O., Kempen (6/56) DGM18129 

Solomon habitually brings serenity to 
bear on all the music he plays, and he 
certainly does so here. The speed of the 
first movement is, I think, well judged—the 
serenity is tempered with quite enough 
vitality for the occasion ; and the cadenza, 
too, is well chosen: Beethoven’s second, 
comfortably brief. The slow movement is 
propelled without dragging, and the finale 
is actively brisk. 

Menges secures a well-matched accom- 
paniment from the Philharmonia, and 
throughout there is a good balance between 
soloist and orchestra. The quality of the 
recording is good, nearly the best ; a little 
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extra clarity and richness would have 
secured that goal. 

The concerto is spaced with the first two 
movements on side one, and the finale 
opening side two ; this then runs on to the 
E minor Sonata Op. 90, one of Beethoven’s 
least aggressive and most limpid. Here 
Solomon’s serenity is quite ideally at home, 
particularly in the second movement ; he 
gives a most beautiful performance, and the 
recording of the piano is, most acceptably, 
just a little fuller than it is in the concerto. 

From several points of view this would 
now seem to me to be the most generally 
recommendable version of the concerto, its 
qualities of sound improving substantially 
on those of the Geza Anda version which I 
had previously preferred. But two other 
versions are also very good: Serkin’s ten- 
inch Philips, and Kempff’s twelve-inch 
D.G.G. These (neither has a fill-up) are 
well recorded and beautifully played. But 
Serkin takes the first movement unusually 
quickly, and Kempff the second movement 
unusually slowly ; and some listeners may 
find it difficult to reach an understanding 
with the performers on these points. 
Solomon is riskless. M.M. 


BORODIN. Quartet No. 2 in D major: 
Nocturne only (orch. Tcherepnin). 
GLAZOUNOV. Stenka Razin, Op. 13— 

Symphonic Poem. 

TCHAIKOVSKY. The Tempest, Op. 
18.—Fantasy. Philharmonia Orch- 
estra conducted by Anatole Fistoul- 
ari. H.M.V. ALP1582 (12 in., 
41s. 84d.). 

The only piece on this disc likely to be 
familiar to the average listener is the 
shortest—namely Borodin’s Nocturne. 
Tcherepnin’s orchestration is attractive, 
and will probably help some people to enjoy 
it who would never even bother to listen to 
it in its original form. 

But this is really a make-weight. The 
main interest of the record resides in the 
two symphonic poems by Tchaikovsky and 
Glazounov. Both are early works: The 
Tempest was written in 1873, when Tchai- 
kovsky was only thirty-three, while the 
precociously gifted Glazounov produced his 
Stenka Razin at the age of twenty. Both works 
are repetitive and patently immature, but 
fascinating to anyone who is interested in 
the reaction of Russian composers to 
Western ideas, and more particularly to the 
symphonic poems of Liszt. The subject of 
Tchaikovsky’s ‘‘ fantasy’? was suggested to 
him by the critic Vladimir Stassov, and in 
fact Tchaikovsky accepted from him the 
programme in all its details. The work 
opens with calm sea-music ; Ariel raises a 
storm; there is a love-scene between 
Ferdinand and Miranda ; Prospero divests 
himself of his power, and the work ends (as 
you might have guessed) with the sea-music 
once more. The various sections are not 
very convincingly connected, nor does one 
feel that Tchaikovsky’s imagination was as 
profoundly stirred by this Shakespearian 
subject as he was, later, by Dante’s tale of 
Paolo and Francesca; nevertheless the 
main tunes are all memorable, and in a 
work of this kind that is the main thing. 
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In some ways Glazounov’s piece is mor: 
accomplished. It is better orchestrated an: 
better constructed—by which I mere!y 
mean that its unity is more easily demon- 
strable on paper. Yet it is really rather a bore. 
There is a certain air of academic respeci- 
ability about it, in spite of a little orienta! 
top-dressing, that seems far removed from the 
wild goings-on it purports to describe. Stenka 
Razin is a savage river-pirate, who keeps a 
Persian princess as his mistress on board 
his luxurious craft (silken sails, gilded oars 
and all the rest of it) ; when she prophesies 
his doom at the hands of the Tsar’s soldiery 
he hurls her into the flood before dashing to 
meet his end in the specified manner. The 
river, by the way, is the Volga, which 
accounts for the omnipresence of a theme 
often sung to the words ‘“‘ Yo, heave, ho! ”’ 


I think I might have been persuaded to 
take this piece a little more seriously if 
Anatole Fistoulari had succeeded in getting 
a better performance out of the Philharm- 
onia. At times this seems almost per- 
functory, with important themes swamped 
by their own accompaniment (as at the 
beginning of The Tempest), insufficiently 
flexible tempi, and, above all, not enough 
feeling for line and the shape of phrases. It 
may seem absurd to say that Beecham is the 
only man for this kind of music, but 
certainly he’s almost the only one who plays 
minor nineteenth-century music with all the 
care he wouk lavish on a masterpiece. 
These performances are good, but not that 
good. The recording is excellent (e.g. the 
well defined basses at the beginning of 
Stenka Razin); such faults of balance as 
there are could be due to _ insufficient 
rehearsal. J.N. 


BRAHMS. Symphony No. | in C minor, 
. . Vienna Philharmonic 
Orchestra conducted by Rafael 
Kubelik. Decca LXT5417 
(12 in., 39s. 114d.). 
Concertgebouw, Beinum 


N.B.C. S.O., Toscanini 
Berlin P.O., Keilberth 


(6/52) (R)LXT5366 
(11/52) ALP1012 
(12/53) LGX66003 


hilh., Karajan (2/54) 383CX1053 
V. Op., Scherchen (6/54) WLP5189 
Philh., Cantelli (7/54) ALP1152 
Los A. P.O., Wallenstein (1/55) AXTL1064 
New York P. O., Walter (8/55) ABR 1037 
Berlin P.O., E. ‘Jochum (6/55) DGM18182 

P.O., Boult ( NCLI1 
V.P.O., Krips (7/57) LXT5292 
Boston S. O., Munch (11/57) RB16024 
Pittsburgh S. O., Steinberg (11/57) P8340 


Sym. of the Air, Markevitch 
Philh., Klemperer 

Cleveland Orch., Szell CES} CFL1010 
Chicago S.O., Kubelik (5/58) MKL2563 


Kubelik’s Mercury record of this sym- 
phony with the Chicago orchestra was not 
very impressive ; but this new one, with 
the Vienna Philharmonic, distinctly makes 
amends. Throughout it is very well 
recorded, with a rich tone differing from 
the very best only occasionally in a slightly 
obscured clarity for the upper strings. In 
the earlier part of the work the oboe, 
however, is balanced very backwardly. 
This is a defect which does mar some 
passages in the first movement, where the 
melodic line is consequently not entirely 
clear to the ear without visual assistance 
from the score. There is a compensating 
advantage, however, at the end of the slow 
movement : here the relative inaudibility 
of the oboe greatly improves the sound of 
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is bustin’ out all over... 


(with apologies to Carousel) 


Flowers bursting into bloom, trees bursting into leaf, 


nightingales bursting into song. Match the magic 


mood of June in music at the Keith Prowse Record 
Music Salon in Bond Street (or Branches). The 
world’s finest selection of Love Songs, Serenades and 
Spring Classics awaits you. Never less than a 
quarter of a million factory fresh records in 
stock. Every type, size and speed. Complete 


list of new issues—free on request. 
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Reprinted, for those who 


were unable to obtain their copy 


Established as an essential part of the record 
buyer’s equipment, the latest edition of The Art 
has been reprinted to enable you to have a copy if 
you were unlucky last time. 

Using The Art as a guide, the buyer can select from 
all the microgroove records of serious music issued 
in this country the best versions of any particular 
work. This new edition includes every recom- 
mended record of this type published up to and 
including October 1957 as well as some November 
releases. 


Please send this coupon today 
for your copy 


HANDMADE 
GRAMOPHONES LTD. 


EK:-M:G 


6 NEWMAN STREET ° 





LONDON - W.1. MUSeum 9971 


The GRAMOPHONE 


Have You had your co 
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As always, the system of grading enables the reader 
to tell at a glance whether the selected disc has the 
technical and musical qualities required and now, 
all recommended recital records are printed with 
their full details. 


The reprint of The Art is ready now and costs 6/- 
post free. Only a limited number of reprints are 
available so please send the coupon below so that 
we may send your copy. 


a ae 
EMG HANDMADE GRAMOPHONES LTD. 
6 Newman Street, London, W.1 


Please send me a copy of The Art of Record 
Buying. I enclose P.O. for 6/- 
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the ‘une expounded by solo violin, oboe, 
and horn (an extraordinarily optimistic 
double octave combination which would, 
] think, have occurred initially only to 
Brahms). 

The performance illuminated by the 
fine general quality of sound is a strong one. 
Kubelik allows weight and depth to the 
introduction, but follows it with some 
considerable degree of propulsion when the 
allegro is reached. Indeed the symvhony 
is kept moving throughout, culminating in 
a finale which is positively exhilarating. 
Everywhere, too, there are’ many happi- 
nesses Of orchestral performance: smooth 
horn-playing (it could usefully, though, 
have rung out more strongly in the bell- 
music), liquid clarinet-playing, and marvel- 
lously sonorous G string tone when the 
string embark on their C major tune in the 
finale. 

In total the record would seem to me to 
come into severe competition with the best 
of those in the above somewhat intimidating 
list. There is, of course, no single “‘ best ”’ 
version of the symphony; but there are 
certainly many good ones, including Can- 
telli’s H.M.V., Boult’s Pye-Nixa (this 
includes also the Brahms Tragic Overture), 
Krips’s Decca, and Klemperer’s Columbia 
with the Philharmonia—an excellent record 
I managed somehow to overlook in the 
May issue when last trying to keep remotely 
abreast of the seventeen current recordings 
of this piece, M.M. 


BRAHMS. Symphony No. 3 in F major, 
Op. 90. Academic Festival Over- 


ture, Op. 380. Philharmonia 
Orchestra conducted by Otto 
Klemperer. Columbia 33CX1536 


(12 in., 41s. 84d.). 

BRAHMS. Symphony No. 3 in F major, 
Op. 90. Variations on the St. 
Anthony Chorale, Op. 56a. Siid- 
westfunk Orchestra, Baden-Baden, 
conducted by Jascha Horenstein. 


Vox PL10620 (12 in., 41s. 9d.). 

Symphony No.3: 
Concertgebouw, Szell (6/52) (R)LXT5367 
Halle, Barbirolli eles BLP1015 
V.P.0O., Boehm (12/53) LXT2843 
N.B.C. S.0., Toscanini (10/54) ALP1166 
Hamburg P.O., Keilberth (2/55) LGX66035 
N.Y. P.O., Walter (6/55) ABR4031 
Philh., Cantelli (9/56) BLP1083 
P.P.O., Boult (3/57) NCL16002 
Berlin Phil., E. Jochum (3/57) DGM18309 
V.P.O., Kubelik (5/58) LXT5419 


On the new Columbia record Klemperer 
directs a powerful performance of the 
symphony. It is not relentless ; yet it does 
concentrate primarily on the strength of the 
music. The apparent strength of the first 
movement, indeed, is increased by an 
observance of the repeat of the opening 
section; and that of the second by a 
forward pressure not by any means entirely 
inimical to the music. The third movement 
discloses, necessarily, some relaxation ; and 
when serious relaxation comes, in the finale, 
it is heightened in its effect not merely by 
its general placing in the scheme of things, 
but by the most beautifully veiled tone on 
the part of the violas. 

This in particular I would choose to 
mention, from among many orchestral 
felicities, for elsewhere it is the string tone, 
as recorded, that seems to me to detract 
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marginally from the abundant virtues of the 
version as a whole. In general, the record- 
ing is very good, with a rich and clear wind 
tone, extreme brilliance, and_ effective 
balance. But there is some degree of 
asperity afforded to the tone of the body of 
strings, especially in fortissimo, that is 
certainly not of the Philharmonia’s making. 
The defect, such as it is, is not large in scale, 
and indeed the changed nature of the music 
makes it seem hardly to affect the fill-up at 
all. 

This is fortunate, for in the result it 
means that an_ unreservedly first-class 
Academic Festival overture is on offer. Here 
there is some marvellously crisp pianissimo 
playing, Klemperer by adept choice of 
tempos manages to weld the piece into an 








Photo: Sabine Weiss 
André Vandernoot, whose recording of the Brahms First Serenade is reviewed on the next page. 


effective whole, and a fine quality of 
recording persists to the very end of the 
disc. Some fill-ups may indeed be after- 
thoughts and makeweights ; but not this 
one, which is an exceptionally good version 
of the overture in its own right. 

The new Vox record is unfortunately 
altogether less successful. It is poorly 
recorded, with a weak bass and tone that 
seems to pass straight from backward to 
harsh as the reproducer’s controls are 
unsuccessfully adjusted. Horenstein, too, 
gives an eccentric performance. The first 
movement he spurs forward mercilessly. 
The second he certainly does not, but real 
slow motion awaits the third: this seems 
interminable. Finally terminated, the 
and the 


fourth does bring some relief ; 
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fill-up, the St. Anthony Variations, brings 
indeed on occasion some very fine playing 
from the Baden orchestra—as of course on 
occasion the symphony does too. But again 
eccentricities of tempo, though not so 
marked as in the case of the symphony, are 
sufficient to disfigure the music. 

It will be seen that this new Vox disc, 
though an apparent economic bargain, can- 
not really be recommended. The Columbia 
is a much more formidable competitor with 
the best of its predecessors. These seem to 
me to be Cantelli’s H.M.V., a ten-inch disc 
with nearly all the virtues; Jochum’s 
D.G.G., a very good recording of a some- 
what romantic performance, at the opposite 
pole from Klemperer’s; and the three 
Deccas, all of which very much have their 
points: Szell’s with the Concertgebouw, 
and Béhm’s and Kubelik’s with the Vienna 
Philharmonic. M.M. 


BRAHMS. Serenade No. | in D major, 
Op. 11. Orchestre de la Société des 
Concerts du Conservatoire con- 
ducted by André Vandernoot. 
H.M.V. ALP1590 (12 in., 41s. 84d.)- 

An auspicious recording debut for this 
young Belgian conductor, who recently 
won very favourable comment for his 

Festival Hall appearances. He secures 

polished ensemble playing in this charming 

Serenade, and in particular reveals a rhythmic 

impulse which keeps the music alive and 

vital. The lightness of the final Rondo is 
captivating, and the swing of the first 

Scherzo (whose opening reminds us that it 

was written at the same time as the D minor 

Piano Concerto) quite infectious. But 

Mr. Vandernoot has not seen that the Trio 

must follow the Scherzo without a pause— 

the whole point of the repetition of that 
octave fall is missed otherwise—and mars 
the dynamism of the first Allegro by slacken- 
ing pace for the expressive second subject. 
This is not necessary, since the slowing- 
down of the impulse is already subtly 
arranged by Brahms by adopting longer 
note-values (a similar case exists at the end 
of the G minor Rhapsody for piano, where 
players often persist in making a rallentando 
although Brahms has been at pains to 
write it out in the music). This performance 
apparently took place in a big hall, to judge 
by the reverberation ; but the playing is 
clean, and under this promising conductor 
the orchestra gives of its best. I wish, 
though, that the solo horn could have 
sounded less like a saxophone, particularly 
in the slow movement. L.S. 


BRAHMS. Variations on the St. 
Anthony Chorale, Op. 56a. 
SCHUBERT. Symphony No. 8, Op. 
Posth., ‘“ Unfinished ”’. Radio 
Symphony Orchestra of Berlin 
conducted by Ferenc Fricsay. 
D.G.G. DGM18458 (12 in., 41s. 9d.). 
Enjoyable though not perhaps outstand- 
ing performances. ‘The slow movement of 
the “‘ Unfinished ”’ is a little better than 
this suggests ; there is some really lovely 
playing here. Elsewhere ensemble falters 


here and there, and occasionally I thought 
I detected an_ all-too-close 


woodwind 





The GRAMOPHONE 


microphone being brought in and out, and 
resulting in the sort of balance one never 
hears in the flesh. In the first movement of 
the “‘ Unfinished ” at bars 63-6 the con- 
ductor appeared to have made the hofns 
double the falling woodwind phrase which 
is usually inaudible. If this sort of thing is 
justified, and I really do not know if it is 
or not, something also needs doing to bars 
187-8 where oboes and bassoons cannot 
hope to make their dotted rhythms tell. 
The  sleeve-note contains the now 


discredited theory that Haydn wrote the 


theme Brahms used for his variations. The 
B.B.C. now bills this work as the “‘Variations 
on the St. Anthony Chorale’, and there is no 
point in gramophone companies preserving 
Haydn’s name in the title. Quite likely 
the tune was written by one of his pupils. 
The extraordinary thing about it is that it 
sounds so like the work of Brahms himself. 
But then that is why he chose it for 
variations. 

Recording quality on this record is 
goodish though not quite up to D.G.G.’s 
best. There seems to be less dynamic range 
than usual. 


BRUCH. Scottish Fantasy, Op. 46. 

WIENIAWSKI. Violin Concerto No. 1 
in F sharp minor, Op. 14. Michael 
Rabin (violin), Philharmonia 
Orchestra conducted by Sir Adrian 
Boult. Columbia 33CX1538 (12 in., 
41s. 84d.). 


Scottish Fantasy 
Heifetz, R.C. a , Steinberg (12/55) ALP1288 


Michael Rabin is a very remarkable 
young violinist, and admirably equipped to 
give us our first LP recording of Wieniawski’s 
rarely heard first concerto. It’s not much 
of a concerto, considered dispassionately, 
but it is a stout vehicle for technical display, 
and that is just what Rabin, discreetly 
abetted by Boult and the Philharmonia, 
provides. He rides this aged war-horse 
with an almost Quixotic conviction that 
is enjoyable and rather touching. 

Bruch’s Scottish Fantasy is also a bit 
of a war-horse, though slightly younger ; 
whether it benefits equally from Rabin’s 
absorbed intensity I’m not sure. In fact 
I’m sure that it doesn’t, for one has only to 
turn to Heifetz’s recording to hear how 
exciting his elegant, unruffled approach is. 
This is a romantic vision of Scotland, with 
solitary highland lasses singing of unhappy 
far-off things and kilted ghillies dancing 
the Keel Row, doubtless with their sporrans 
at the rear ; to play it with quite so much 
emotional intensity as Rabin does is to 
come within a caber’s-toss of the ludicrous. 
Nevertheless all connoisseurs of violinistic 
fireworks will want to hear this record. 

J.N. 


BRITTEN. Variations and Fugue on a 
theme of Purcell, Op. 34. 

HOLST. Oriental Suite “ Beni Mora ”’, 
Op. 29, No. 1. B.B.C. Symphony 
Orchestra conducted by Sir Mal- 
colm Sargent. H.M.V. BLP1101 
(10 in., 30s. 114d.). 

It is a pleasure to welcome more Holst to 
the catalogue, though one could wish for 
something more characteristic than this. 
Will Sir Malcolm please persuade H.M.V. 
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to let him record The Hymn of Jesus (whic: 
we even had in the days of 78 r.p.m. 
poverty), and also Egdon Heath, though thz 
is Obviously not likely to be so attractiv: 
commercially ? But this “‘ Oriental suite ’ 
though pleasant enough, is not the Holst o° 


the highly original mind. Its Orientalism : 
conventional (sometimes suggesting th: 
well-known Russian brand) and it is onl 
in a touch here and there that the reai 
Holst fingerprints are to be noticed. 

But the intention of this record is clearly 
to provide a disc of brilliantly scored and 
immediately attractive orchestral music and 
in that it succeeds perfectly. Beni Mora gets 
a vividly coloured and altogether excellent 
performance, while all the departments of 
the B.B.C. Orchestra show themselves off 
admirably in the Britten (which is, of course, 
the Young Persons’ Guide to the Orchestra 
without narrator). This performance 
certainly at least holds its own with other 
versions and the Holst side provides some- 
thing unfamiliar, yet easy to enjoy. Since 
this is also the first 10-inch version of the 
Britten, the whole thing is much to be 
recommended. 


CHOPIN. Piano Concertos. No. | in 
E minor, Op. 11: No. 2 in F minor, 
Op. 21. Abbey Simon (piano), Royal 
Philharmonic Orchestra conducted 
by Sir Eugene Goossens. H.M.V. 
ALP1580 (12 in., 41s. 84d.). 


Concertos Nos. 1 and 2: 
Badura-Skoda, Vienna Op., Rodzinski 
(4/55) WLP5308 
Concerto No.1: 


Brailowsky, R.C.A., Steinberg (1/53) ALP1015 
Horszowski, Vienna M.S. O., Swarowsky 
(3/53) PL7870 
Gulda, L.P.O., Boult (7/54) LXT2925 
Francois, Paris Cons., Tzipine (4/55) 33CX1238 
Rubinstein, Los Angeles P.O., Wallenstein 
(9/55) ALP1250 
Concerto No. 2: 


Ballon, L.S.O., Ansermet (3/51) LX3035 
Novaes, V.S.O., Klemperer (5/53) PL7100 
Malcuzynski, Philh., Kletzki (9/53) 33CX1066 
Askenase, Berlin P.O., Lehmann 
(6/55) DGM18040 
Brailowsky, Boston S.O., Munch (2/56) ALP1321 
Rubinstein, N.B.C., Steinberg (7/57) ALP1465 
Pennario, Concert Arts, Golschmann 
(4/58) P8366 
Two into one won’t go, and we have to 
accept that there is not room on one disc 
for both the Chopin concertos uncut. It is 
possible to get all the F minor onto one 
side, and it is all there on the Rubinstein- 
Steinberg disc of 1957, which offers the 
Schumann concerto on the back. But the 
E minor takes well over half-an-hour. Thus 
one accepts the fact that the present disc 
cuts most of the orchestral openings to both 
works ; this is a disadvantage that many 
people will feel is outweighed by the 
economy of two works for the price of one. 
In the present case they will find poetic 
performances that make this a much more 
attractive proposition than the only other 
disc coupling the same works, the Badura- 
Skoda performances of 1954. The piano 
tone and orchestral quality are excellent. 
Nevertheless taken individually these are 
not the best available versions. Abbey 
Simon is at times altogether too capricious 
over tempi, notably in the finale of the E 
minor, where in the second subject the 
rhythm falls utterly to pieces. Rubinstein 
in his two-sided version here manages to be 
capricious and yet holds things together 
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|/EDOUARD VAN REMOORTEL 

















Other June Releases.... 


MOZART 

Symphony No. 32 in G, K.318 

Symphony No. 35 in D, K.385 (‘Haffner’) 
Symphony No. 36 in C, K.425 (‘Linz’) 
Pro Musica Symphony Orchestra Vienna 
Jonel Perlea, conductor 

PL 10,140 


DANCES FROM OPERAS 

Weber: Introduction to the Dance, Op. 65 (Orch. Berlioz) 
R. Strauss: First Sequence of Waltzes from ‘Der Rosen- 
kavalier’, Op. 59 

Tchaikovsky: Waltz and Polonaise from ‘Eugéne Onegin’ 


Smetana: Polka, Furiant and Dance of the Comedians from 
‘The Bartered Bride’ 


Weinberger: Polka, Furiant and Fugue from ‘Schwanda the 
Bagpiper’ 

Bamberg Symphony Orchestra 

Heinrich Hollreiser, conductor 


LP 10,590 


Complete catalogue from your dealer or from 


VOX PRODUCTIONS (GB) LTD. 
231 OXFORD STREET, LONDON, W.1 





conducts 
GRIEG 


SIGURD JORSALFAR, Suite, Op. 56 
TWO ELEGIAC MELODIES, Op. 34 
SYMPHONIC DANCES, Op. 64 


Bamberg Symphony Orchestra 
PL 10,330 





Edouard Van Remoortel, the young 

Belgian conductor was recently appointed 
conductor of the St. Louis Symphony 
Orchestra, and he conducted the LSO 

at the Royal Festival Hall in 

London on 10th May, prior to appearing 
with the orchestra at the Brussels Exhibition 
on the following day. 


HAYDN 
Harpsichord Concerto in C 
Concerto in F for Harpsichord and Violin 


Helma Elsner, harpsichord 

Reinhold Barchet, violin 

Pro Musica Chamber Orchestra, Stuttgart 
Rolf Reinhardt, conductor 

PL 16,300 


in lighter vein 
(10 inch Red Label series) 


ITALIAN INTERLUDE 
Murray Dickie, with Gianni Monese and his Orchestra 


VX 1440 

COOKS TOUR—HOLIDAYS IN CUBA* 

Don Marino Barreto, jnr. and his Cuban Orchestra 
VX 890 


(* By special arrangement with Thos. Cook & Son Ltd., London) 
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COLLECTORS’ CORNER 


62 NEW OXFORD STREET, LONDON, W.C.! 
63 MONMOUTH STREET, LONDON, W.C.2 


Recommend items of Topical interest for Permanent pleasure. 


(post free in the U.K.) 
Philharmonia Orchestra—Klemperer 


BEETHOVEN : Symphony No. 6, “* Pastorale sta eee 
BEETHOVEN : Symphony No. 3, ‘‘Eroica’’ _... se -- CX1346 
BEETHOVEN : Symphony No. 5, C minor -~ _ --» C 1051 
BEETHOVEN : Symphony No.7inA _... sie sa ..» CXI1I379 
BRAHMS : Symphony No. lin C minor ... a ~ ... CX1504 
BRAHMS : Symphony No. 2 & Tragic Overture ... tsi 
MOZART : Symphonies 38 “*‘ Prague,’’ & 39 E flat _ ... C1486 
MOZART : Symphonies 25 & 40. Bothin Gminor ... ... CX1457 
MOZART : Symphonies 29 in A & 41 ‘* Jupiter ’’ CX1257 
MOZART: Eine kleine Nachtmusik x Handel: Concerto 
Grosso4__.... sis C 1053 
Cortot, Thibaud é& Casals. Historic a to 5 LP 
BEETHOVEN : ‘ Archduke ”’ Trio - COLD 
SCHUBERT : Trie Op. 99/HAYDN : Trio No. 25in G oo Guess 
Opera 
** BOHEME ”’ complete. La Scala w. Callas & di Stefano --» CX1464/5 
*“ BOHEME ”’ abridged. Tebaldi, Prandelli, Gueden, etc. ... LXT5387 


*“ BOHEME ” highlights. Tebaldi, Prandelli, Gueden, etc. EP CEP5I2 
ss —" - ee Opera Comique w. cone Jobin, 


Den CX1016/8 
es CARMEN a abridged. Conchita Supervia, Micheletti, ‘etc. PMAI024 
*«« CARMEN ”’ highlights. Rise Stevens, etc. CFE15002 


** DON CARLO ”’ complete. Gobbi, Christoff, Barbieri, Stella ALP1I289/92 


** RIGOLETTO ”’ compiete. Gobbi, Callas, di Stefano, La Scala CX1324/6 
** TRAVIATA ”’ complete. Callas, Albanese, Savarese ... LPC1246 
** TRAVIATA ”’ scenes. Tebaldi & Poggi ... is - 

** TRAVIATA ” highlights. Tebaldi & Poggi - EP CEPSII 

*“‘ TRISTAN & _— ** complete. Flagstad & Suthaus. 


Covent Garde sl ... ALP1030/5 
* TROJANS AT ‘CARTHAGE - complete. Mandikian & Paris 

Ensemble nie sen ... DTL93001/3 
Singer 
BJORLING & MERRILL duets—D. Carlo, Boheme, Forza, 

Otello, etc. ... BLP1I053 
BJORLING arias—Carmen, Boheme, ‘Faust, ‘Pagliacci, Cav’. * etc. BLPIOSS 
BJORLING : Carnegie Hal! Concert. Songs & Arias RBI6011 


BJORLING : arias—Tosca, Rigoletto, Fanciulla del West. EP ER5087 


BROUWENSTIJN: arias—D. Carlo, Forza, wane, 
Lohengrin, etc. , ABL3130 
GOBBI : scenes—Pagliacci, Ballo, Rigoletto, Travi ‘ata, Tosca... CXI5OI 
GOBBI : Torna, Dicitencello vuje, Marechiare, Occi di Fata EP SERS5O9I 
CHRISTOFF : : scenes from ‘‘ Boris ’’ & ** Prince eal ... BLPI003 
CALLAS : Puritani : mad scene i _— EP SELI554 
CALLAS : Norma: Casta Diva EP SELI550 
CALLAS : complete role of “ Lucia” from “ Lucia di 
Lammermoor ' CX1385 
CALLAS : Cavalleria Rusticana : Easter hymn & Voilo sapete EP SELI563 
CALLAS : Turandot : In questa reggia & Liu's arias ; SEL1533 
CALLAS: Puccini Recital—Boheme, yanen, Butterfly, Schicci, 
. CX1204 


areas" arias—Wally, Lakme, Chenier, “Dinorah, Vespri, etc. CX1231 

ALLAS : arias—Boheme, Butterfly, Manon L, & Schicci EP SELI546 
CALLAS. Adriana Lecouvreur : 2 arias/Mefistofele : aria EP SELI58! 
SCHWARZKOPF : Schubert Recital. Acc. Edwin Fischer ... CX1040 
SCHWARZKOPF: Song Recital—Bach, Beethoven, Brahms, mous 


Gluck, etc. ... me i ie ade th as sae 
SCHWARZKOPF : Mozart arias—D. Giovanni, ldomeneo, N. di 
i CX1069 


igaro a sas aa io sis ai a on 
SCHWARZKOPF : Mozart Song Recital. Acc. Walter Gieseking CX132I 
SCHWARZKOPF: Songs you have loved—Hahn, Wolf, 

Dvorak, etc. ‘ii ie ia wal i ae ... CX1404 
SCHWARZKOPF: Puccini arias—Schicci, Boheme, vont 
Pp 


SELI575 
SCHWARZKOPF: Schubert—An die Musik, Gretche, An 
Sylvia, etc. ... not nem wae am a me EP SELI564 
Soloists 
ARRAU : Chopin—Studies, complete CX 1443/4 


D. OIST RAKH : Beethoven Violin Concerto w. Stockholm Fest’. CX1194 
D. OISTRAKH : Vin. Concerti—Bruch No. | & Prokoviev No. | 

w. L.S.O. CX1268 
OISTRAKH & OBORIN : Beethoven—Kreutzer ‘Sonata ... ©1047 


eee Orchestra—Ormandy 
BRITTEN : Young Persons’ Gulde/PROKOVIEY : Peter & 


the We if , ine ... ALP3193 
te eal Les Sylphides ballet: scenes ... ~— nied EP NBEI1I055 
DVORAK : “‘ New World ’’ Symphony... .. SBL5216 
R. STRAUSS : Rosenkavalier Waltzes & Till Eulenspiegel ... SBR62I1 
TCHAIKOVSKY : Symphony 6 “ Pathetique”’ .. ... SBL5214 
Old Vic Shakespeare Productions 
HAMLET w. Gielgud, Rogers, Brown, Mitchell, etc. ALP1482/4 
MACBETH w. Guiness, Brown, Cruickshank, etc. ALP1176/7 
——— NIGHT’S DREAM w. Holloway, Helpman, 

Shea ALP1262/4 
ROMEO v4 JULIET w. . Badel, Bloom, Seyler, Casson, etc. ALP1053/5 
Theatre & Film Successes 
AROUND THE WORLD IN 80 DAYS. Film soundtrack ... LAT8I85 
AT THE DROP OF A HAT. Michael _— & ramen oe PMC1033 

THE BOY FRIEND. Original London Cas ian DLP1078 
FREE AS AIR. Original London Cast MG20016 


GRAB ME A GONDOLA. Original London Cast w. Joan Heal CLPI103 
MY FAIR LADY. Original Cast w. Harrison, Andrews, etc. ... RBLIOOO 
SALAD DAYS (Julian Slade). Original London Cast m MG20004 
SOUTH PACIFIC. Film soundtrack. In colourphoto’ folder ... RBI6065 


WHERE’S CHARLEY ? ee London Cast w. Norman 
Wisdom vite ; SX1085 


JUNE EDITION OF “COLLECTORS’ CHOICE” (LP & 


& 
*«* COLLECTORS’ PIECES” (78 r.p. me ready early this month. 1/6 for both 
issues. 
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R. STRAUSS 


‘Der Rosenkavalier’ Waltz 
‘Schlagobers’ Waltz 
Berlin Philharmonic Orchestra 
Conducted by Eugen Jochum 
EPL 30056 


BRUCH 


Adagio: Violin Concerto in G minor 
ta Schneiderhan, Violin 
Bamberg Symphony Orchestra 

Conducted by Ferdinand Leitner 


BEETHOVEN 


Adagio: ‘Moonlight’? Sonata 
Wilhelm Kempff, Piano 
EPL 30063 


BEETHOVEN 


Leonora III Overture 
Berlin Philharmonic Orchestra 
Conducted by Fritz Lehmann 

EPL 30066 


WAGNER 


Rienzi 
Allmiacht’ger Vater, blick herab (Rienzi’s Prayer) 


WEBER 


Der Freischiiz 
Nein, langer trag’ ich nicht die Qualen 
Durch die Walder, durch die Auen 
(Max’s Scene and Aria) 
Wolfgang Windgassen, Tenor 
Bamberg Symphony Orchestra 
Conducted by Ferdinand Leitner 
Munich Philharmonic Orchestra 
Conducted by Artur Rother 
EPL 30226 


HANDEL 


Sonata, G minor, Op. 2, No. 7 
for two Violins and Piano 
David and Igor Oistrakh, Violins 
Vladimir Yampolsky, Piano 
EPL 30287 


R. STRAUSS 


6 Songs 
Sch6n sind, doch kalt - Meinem Kinde 
Die Nacht ° Die Georgine - Die Zeitlose 
Die Verschwiegenen 
Annelies Kupper, Soprano 
Hans Altmann, Piano 
EPL 30297 
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BACH 


Brandenburg Concerto No. 3, G major 
Solistenvereinigung der Bachwoche Ansbach 
Conducted by Ferdinand Leitner 


BEETHOVEN 


The Consecration of the House, Overture, Op. 124 
Berlin Philharmonic Orchestra 
Conducted by Paul van Kempen 
DG 16126 | 


BEETHOVEN 


Piano Sonata No. 4, E flat major, Op. 7 
Piano Sonata No. 9, E major, Op. 14, No. 1 
Wilhelm Kempff, Piano 
DGM 18071 


BEETHOVEN 


String Quartet No. 15, A minor, Op. 132 
Koeckert Quartet 
DGM 18226 


HAYDN 


Symphony No. 98, B flat major 
Symphony No. 101, D major (The Clock) 
Radio Symphony Orchestra of Berlin 
Conducted by Ferenc Fricsay . 

DGM 18339 


HINDEMITH 
Sonata in C for Violin and Piano (1939) 


STRAWINSKY 
Duo Concertant for Violin and Piano (1932) 


BARTOK 


Second Sonata for Violin and Piano 
Wolfgang Schneiderhan, Violin 
Carl Seemann, Piano 
DGM 18400 


EGK 


Franzosische Suite 
after Rameau for Large Orchestra (1949) 


Radio Symphony Orchestra of Berlin 
Conducted by Ferenc Fricsay 


La Tentation de Saint-Antoine 
for Contralto and String Quartet using 
Verses and Songs of the 18th Century (1945) 
Lilian Benningsen, Contralto 
Koeckert Quartet 
DGM 18401 


SCHUBERT 
Symphony No. 8, B minor, Op. posth. (Unfinished) 


BRAHMS 


Variations on a Theme of Haydn, Op. 56a 
Radio Symphony Orchestra of Berlin 
Conducted by Ferenc Fricsay 
DGM 18458 


LORTZING 


Undine 
(Excerpts from the Opera) 

Anny Schlemm, Soprano - Walther Ludwig, Tenor 
Hans Braun, Baritone - Toni Blankenheim, Bass 
Chorus of the Bavarian State Opera 
Bamberg Symphony Orchestra 
Conducted by Victor Reinshagen 
DGM 19010 


SONGS BY MOZART 


Irmgard Seefried, Soprano 
An Chloe * Das Lied der Trennung - Das Kinderspiel 
Die Verschweigung - Abendempfindung - Die kleine Spinnerin 
Als Luise die Briefe ihres ungetreuen Liebhabers verbrannte 
Einsam ging ich jiingst im Haine - Sehnsucht nach dem Friihling 


SCHUMANN 
Frauenliebe und Leben 


(Adalbert von Chamisso) 
Erik Werba, Piano 
DGM 19112 
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Our stock includes : 

every LP record of good music published in 

this country : a comprehensive stock of 

the best light music : most 45’s and 78’s : 

a wonderful selection of slightly used LP’s 

and 78’s : for collectors several thousand singers 
of the ‘ Golden Age’ : storage boxes to keep 
them in: all makes of tape recorded and blank. 
In addition, we accept unwanted records in 
first class condition in part payment. 


All this is just part of our unique service. 


We specially invite enquiries on Hi-Fi 
equipment and shall be plezsed to advise on the 
conversion of your present instrument 

to High Fidelity. 


We are open: 
Mondays to Wednesdays 9.30 a.m. - 5.30 p.m. 
Thursdays 9.30 - 1 p.m. 
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ARCHIVE 


PRODUCTION 


HISTORY OF MUSIC DIVISION 
OF THE DEUTSCHE GRAMMOPHON GESELLSCHAFT 


JOHANN SEBASTIAN BACH 


Preludes and Fugues 
G major, BWV 550 - A minor, BWV 543 


Fantasias and Fugues 
G minor, BWV 542: C minor, BWV 537 
Helmut Walcha at the Schnitger Organ in Cappel 
12” LP APM 14507 


Preludes and Fugues 
C major, BWV 531 - D major, BWV 532 
E minor, BWV 533 - G minor, BWV 535 


Fantasia and Fugue 
C minor, BWV 537 

Helmut Walcha at the Schnitger Organ in Cappel 
12” LP APM 14505 


Brandenburg Concerto No. 2 
F major, BWV 1047 


Schola Cantorum Basiliensis 
Conductor: August Wenzinger 
7” EP EPA 37052 


GEORGE FREDERICK HANDEL 


Concerto for Oboe and String Orchestra, G minor 
Hermann Tottcher, Oboe 
The Bach Orchestra of Berlin 
Conductor: Carl Gorvin 
7” EP- EPA 37147 


Concerti grossi, Op. 6 
- No. 10, D minor - No. 11, A major 
No. 12, B minor 
Bamberg Symphony Orchestra 
Conductor: Fritz Lehmann 
12” LP APM 14094 
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quite wonderfully. 
especially good in the F minor concerto, 
and plays the slow movement most beauti- 


Abbey Simon is 


fully. But Rubinstein is better in both 
works, while in his F minor there is some 
splendid orchestral playing thrown in. On 
this new disc the strings are constantly just 
behind the beat in the slower music and 
when the violins have got a tune, for 
instance near the end of the slow movement 


of the E minor (the piano should be- 


accompanying the violins ; Chopin marks 
them poco marcato), there is no life in their 
playing whatsoever, and I doubt if many 
of them realised that for once they had 
the tune. No listener would get the point 
of this passage without a score, and as no 
miniature scores of these two concertos 
seem ever to have been published he is very 
unlikely to have one. I must apologise for 
returning to a theme I touched on last 
month, and I realise that I am in the 
minority in thinking Chopin’s orchestral 
writing to be comparatively interesting 
here and there. You simply cannot tell 
whether it is or not from most of the records 
listed above. The development section of 
the first movement of the E minor is full of 
the little figure that starts the movement, 
usually given to the lower strings. No 
conductor seems to bother about these 
figures, though it is self-evident they were 
important to Chopin. On the disc I am 
reviewing not one is audible. Given due 
weight they would vastly improve the 
texture of the music. This is not a question 
of balance from the recording point of view; 
it is a question of balance inside the 
orchestra. Important accompanying figures 
need “‘ marking up ”’, and, where woodwind 
are concerned, doubling; also the con- 
ductor must get collaboration from the 
pianist. I would say that on all the above 
records not one orchestral counter-subject 
in ten is properly audible, and though this 
sad fact is partly the fault of miscalculations 
by the composer, almost all of them can be 
made audible if enough trouble is taken. 
Conductors must arouse the interest of their 
orchestral players as Steinberg obviously 
did in the Rubinstein version of the F 
minor, and their pianists listening to the 
orchestra as well as to themselves. R.F. 


CHOPIN. Piano Concerto No. 1 in 
E minor, Op. 11. Halina Czerny- 
Stefanska (piano), Czech Philhar- 
monic Orchestra conducted by 
Vaclav Smetacek. D.G.G. 
DGM18394 (12 in., 41s. 9d.). 


This is a strict tempo (nearly) perform- 
ance of the type often favoured on the 
Continent these days, and of its kind much 
of the piano playing is very good. But the 
disc is marred by muddy orchestral quality 
most noticeable at the beginning. It is 
dificult to get enough “top” out of 
the disc, though I must add that later there is 
some improvement. The pianist is neat 
and intelligent, but I would not put this 
performance in the same class as Rubin- 
Stein’s, despite the rather tinny quality 
with which the latter is recorded. It was 
odd to hear the finale played with little 
or no hint of capriciousness after listening 
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to the Abbey Simon and _ Rubinstein 
versions. It sounds surprisingly well this 
way. R 


DVORAK. Serenade in E major for 
String Orchestra, Op. 22. Israel 
Philharmonic Orchestra conducted 
by Rafael Kubelik. Decca LW5332 
(10 in., 20s. 10d.). 

Bamberg S.O., Lehmann (2/57) DGM18337 

This should prove to be a useful and 
relatively inexpensive disc for Dvorak 
enthusiasts, for it offers the perennially fresh 
Serenade for Strings without any make- 
weights or fillers. This Serenade is a miniature 
masterpiece in its own right, and strictly 
speaking needs no supporting bill to show 
off its elegance and charm. No better 
conductor than Rafael Kubelik could 
possibly be found to teach its subtleties and 
its inimitable Czech flavour to the brilliant 
string players of the Israel Philharmonic. 
The question is, are they too brilliant ? 

I’m not thinking now of technique, for 
that they have in abundance. I refer rather 
to the sheen on the tone of the first violins, 
which tends to overshadow a lot of detail 
in the seconds, violas and ’cellos. Some of 
this may be due to faulty balancing, for 
though the average orchestra contains more 
first violins than seconds, and more seconds 
than violas, there is no serious distortion of 
balance. I imagine the relative number of 
players in the Israel Philharmonic to be not 
too far different from the average continental 
European orchestra ; but the fact remains 
that the balance of sections on the D.G.G. 
recording is much more satisfactory than 
on the Decca. 

There is a measure of difference, too, in 
the two interpretations : Lehmann is some- 
what sluggish in the first movement, but 
slightly faster than Kubelik in the fourth. 
His string players seem to have more 
cohesion than the Israelis, yet their tone is 
curiously veiled, and this doesn’t always 
suit Dvorak’s mood. In the Scherzo, the 
predominance of Israeli violins turns the 
piece into a kind of moto perpetuo, though I 
feel pretty sure that Dvorak was not 
trying to rival Paganini. Nevertheless, for 
the price, this new Decca disc is a good buy, 
and its resonance and brilliance will prob- 
ably prove a boon to some collectors. 


D.S. 
EGK. Franzésische Suite. Radio 
Symphony Orchestra of Berlin 


conducted by Ferenc Fricsay. La 
Tentation de Saint-Antoine. Lilian 
Benningsen (contralto), Koeckert 
Quartet. D.G.G. DGM18401 (12 in., 
41s. 9d.). 
Tentation de St. Antoine: 
Lefort, Alis etc. (11/56) OL50134 
Each age, we are told, has to rediscover, 
reinterpret and rearrange the past for 
itself. In the last century the music of the 
eighteenth century had to be padded out 
and inflated into a suitably impressive size ; 
in the 1920s it was taken as the basis for 
wry harmonic twists and distortions ; at 
present it is mostly painstakingly recon- 
structed in as near to the original conditions 
as possible, or used as a model of construc- 
tion or texture for music of totally dissimilar 
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idiom. These two works by Egk show how 
eighteenth-century French music looks in 
present-day German costume, though the 
effect of the vocal cycle is, as I wrote once 
before, not so unlike that of the Beggar’s 
Opera when Britten had finished with it. 

Though the Tentation de St. Antoine is 
scored for a contralto, its words (especially 
the envoi after the colourful account of the 
temptation) are more suitable for a man ; 
but the use of a baritone (as in the Oiseau- 
Lyre version) puts the voice in the wrong 
octave vis-a-vis the string quartet. Never- 
theless, though this is quite well done here 
(the Koeckert Quartet is excellent), the 
total effect is less idiomatic and less satis- 
factory than in the previous version. The 
most important question is that of the 
soloist. Lefort gave a splendid performance 
with gusto, incisive wit and wonderful 
clarity of enunciation: Lilian Benningsen 
has a much less steady voice, good but not 
impeccable French (she mispronounces the 
word “‘immonde’’), and her words are 
often far from clear. ‘The recording is 
good, but there are many pre-echoes. The 
work itself I enjoyed even more on re- 
acquaintance: I found it good fun. 

On the other hand, I found the French 
Suite (after—a very long way after— 
Rameau) less entertaining than when, seven 
years ago, I reviewed the Urania disc of 
it with the composer conducting the 
Leipzig Gewandhaus Orchestra—a record- 
ing which was never released in this country. 
Some of it now seems to me over-scored 
and flatulent, though the end of the suite 
does have the authentic Gallic sparkle, and 
certainly the brilliant fourth and fifth 
movements show off the virtuosity of 
Fricsay’s orchestra. Perhaps it is partly 
the recording, which though round and 
sonorous in quality might have had greater 
sharpness. L.S. 


GADE. Overture: Ossian. 

HARTMANN. Overture: Hakon Jarl. 
Danish State Radio Symphony 
Orchestra conducted by John 
Frandsen. Philips SBR6231 (10 in., 
25s. 44d.). 

This disc throws an interesting light on 
what is for most of us an all but unknown 
facet of mid-nineteenth century orchestral 
music, that by Danish composers. Gade, 
remembered now only as the writer of a 
few pieces used by piano teachers, was a 
violinist who in 1840 won the prize of the 
Copenhagen Musical Society (for which 
Spohr waseone of the judges) with this over- 
ture—whose full title is Echoes of Ossian. 
Although called Op. 1, it was not quite his 
first composition ; but through this success 
he received assistance to go to Leipzig, 
where he became a protégé and friend of 
Mendelssohn, made quite a reputation for 
himself, and later returned to Denmark, 
where he became director of the Society 
which had given him his first big oppor- 
tunity. The overture is, as one might 
expect from its subject, warmly romantic, 
and is most attractively and colourfully 
scored. ‘There have been three previous 
Danish recordings of it ; this new one, the 
first to be issued in this country, is rather 
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sentimentalised by Mr. Frandsen, who 
introduces numerous tempo variations which 
are not in the score and which do not seem 
either necessary or desirable. The placing 
of the oboe sounds a little backward. 

The other overture is a first recording. 
Its subject is the pagan hero who led the 
Danish-Norwegian resistance to the German 
invaders in the tenth century, and who is 
the hero of Oehlenschlager’s play of the 
same name, produced in the 1840s. The 
composer, J. P. E. Hartmann, was Gade’s 
father-in-law, and had been connected with 
the formation of the Copenhagen Musical 
Society, whose president he became in 
1839. The long introduction to the over- 
ture is not very interesting, but in the later 
energetic sections it suddenly catches fire. 
Never having seen a score, I am unable to 
comment on the interpretation here. Per- 
haps some kind Danish reader can clear up 
for me what looks like a puzzling coinci- 
dence : this overture, according to orchestral 
catalogues, is Hartmann’s Op. 40. But 
there is also a symphonic poem called 
Hakon Jarl by his son Emil Hartmann 
which is his Op. 40. Are there really two 
works, or is there a confusion between them 
somewhere ? L.S. 


HAYDN. Symphonies. No. 98 in 
B flat major: No. 101 in D major, 
“The Clock”. Radio Symphony 
Orchestra of Berlin conducted by 
Ferenc Fricsay. D.G.G. DGM18339 
(12 in., 41s. 9d.). 

Haydn’s 98th Symphony is a strong, 
almost dramatic work that should not con- 
ceivably be excluded from the record 
catalogues. There was, in fact, once a Nixa 
LP version, but it is now deleted. The new 
D.G.G. obviously, therefore, serves a useful 
purpose ; but it hardly, I think, ranks as 
a definitive version. 

The recording is full, but rather lacks 
brightness ; and the effect is contributed to 
substantially by a string-heavy balance in 
the orchestra that was surely not in Haydn’s 
mind. The strings in fact do play well (the 
solo violin in the finale particularly well) ; 
but their playing is limited in effect because 
of a rather pedestrian reading of a great 
deal of the work on Fricsay’s part. The 
minuet really does seem to be laboured, 
without forward impulse; and Haydn 
actually took the trouble of marking this 
particular minuet Allegro (if my score is 
right on the point—and it certainly should 
be: ‘* the revisal was undertaken from the 
autograph in the Preuss Staatsbibliothek 
and from contemporanean prints of the 
parts ’’, says a preface whose scholarship is 
securer than its command of English). Not 
all the symphony is laboured, by any means, 
nor is the style exaggerated ; but I feel (as 
T.H. did, reviewing the earlier Nixa version 
in May 1955) that more satisfactory 
versions of the work cannot be long delayed. 

The same drawbacks characterise the 
version of the Clock Symphony on the 
reverse of the disc. This is already familiar 
in its double-sided ten-inch form (DG16013) ; 
now on one side of a twelve-inch disc it may 
well secure a wider currency as the backing 
of the only available recording of the 98th 
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Symphony. But the Clock is of course 
otherwise available in several good versions, 
all offering alternative Haydn symphonies 
for backing. I do not think choice can go 
very far wrong if it lies between Miinchinger’s 
Decca LXT5040 (with the Haydn 88th 
Symphony in G, Letter V), Markevitch’s 
Columbia 33CX1458 (No. 102 in B flat) or 
Horenstein’s Vox PL9330 (No. 104 in D, 
the London). M.M. 


Symphonies. No. 94 in 
G major, “ Surprise”. No. 99 in 
E flat major. Vienna Philharmonic 
Orchestra conducted by Josef Krips. 
Decca LXT5418 (12 in., 39s. 114d.). 

Both symphonies receive smooth, straight- 
forward, and _ satisfactory performances, 
without exaggeration, without additional 
surprises. 

They are, however, moderately large- 
scale performances, with the virtues that 
that implies, but also with a rather solid 
body of string tone. This nowhere obliterates 
the wind, but it does sometimes overshadow 
them. In No. 99 Haydn’s wind writing is 
often adventurous ; yet in its first move- 
ment, for example, an unusual passage (for 
its period) of ensemble wind melodically 
answering ensemble strings results here in 
a very unequal antiphony. However, the 
movement is in general well played, as are 
its successors, leading to a finale which 
nearly sparkles; but a reluctance of the 
strings to play very quietly does reduce some 
of the contrast of tone which would other- 
wise be available. 

The same overall solidity and smoothness 
characterises the agreeable version of the 
Surprise. The variation movement is given 
some considerable impulse (and an editing 
in one place of the oboe part in the doubtful 
cause of conformity), and so is the finale. 
The minuet, by comparison, is sedate ; and 
scarcely enlivened by an unexpected con- 
tribution from a flute-player who goes 
temporarily adrift (so, curiously, does a 
string player in precisely the corresponding 
place in the other symphony’s minuet). 

Throughout the recording is most beauti- 
fully smooth and well-toned, matching 
extremely well the agreeable, unsensational 
nature of the performances. No. 99 is a fine 
symphony, shamefully under-represented in 
the LP catalogues; this new _ version 
certainly eclipses what competition there is. 
Coupled with such an acceptable Surprise, 
it makes a record most useful to the Haydn 
lists. M.M. 


MOZART. Symphonies. No. 29 in 
A major, K.201: No. 41 in C major, 
K.551, “Jupiter”. Hallé Orchestra 
conducted by Sir John Barbirolli. 
Pye CCL30106 (12 in., 39s. 114d.). 

Barbirolli gives the “‘ Jupiter ”’ a brilliant, 

full-bodied performance, with the exception 
of the slow movement, where he becomes 
unreasonably languorous ; andante in later 
Mozart is a tricky marking, but this is 
really an adagio. This apart (and for some 
people I’m sure this tempo will seem just 
right) it is a firm but affectionate reading, 
with care given to the phrasing of individual 
melodies, but never so much as to detract 
from the onward drive of the music. 





June, 1958 


The A major symphony could perhaps 
do with a rather lighter touch, though here. 
strangely enough, the slow movement i: 
played in the most charmingly relaxec 
style, with no false intensity. The very 
first note of the first movement is poorly 
attacked, and it might have been worth 
making a fresh start. Otherwise the 
recording is excellent in every way. 


MOZART. Piano Concerto No. 21 in 
C major, K.467. Fantasia in D 
minor, K.397. Alice Heksch (piano), 
Vienna Symphony Orchestra con- 
ducted by Bernhard Paumgartner. 
Philips ABR4067 (10 in., 30s. 11d.). 

I enjoyed this a great deal more than 
most new recordings of Mozart piano 
concertos, for it is straightforward, un- 
eccentric and well recorded. Miss Heksch 
doesn’t bring the individuality of a Kempff 
or a Solomon to the music, but her phrasing 
is always clear and unaffected. The tempi 
of the first two movements are admirable ; 
the players have time to make musical 
points but impetus does not flag. In the 
last movement Paumgartner sets a pace at 
which the music sounds a little rushed, 
but there are no actual disasters. Through- 
out he achieves a better ensemble than we 
have become accustomed to expecting from 
from the Vienna Symphony Orchestra, 
and they are noticeably better recorded 
than usual. Since Miss Heksch has com- 
posed her own cadenzas (inoffensive, 
though they contain some un-Mozartian 
writing) it seems a pity that she should not 
have inserted brief ones at bar 79 of the 
first movement or at her first entry in the 
finale: these are places that cry out for at 
least a brief scale passage, and it is mistaken 
piety not to supply them. Her playing of 
the D minor Fantasia is delightful, with 
none of the romantic inflation that makes 
the major section sometimes seem an inept 
conclusion. Here, too, the recorded piano 
tone is excellent, although there was a 
trace of pre-echo on my copy. J.N. 


RESPIGHI. Ancient Airs and Dances 
for the Lute—Orchestral Suites Nos. 
1, 2 and 3. Vienna State Opera 
conducted by Franz Litschauer. 
Vanguard PVL7050 (12 in., 39s. 11 4d.). 

RESPIGHI. Three Botticelli Pictures. 
The Birds. Vienna State Opera 
Orchestra conducted by Franz 
Litschauer. Vanguard PVL7251 
(12 in., 39s. 114d.). 


Coupled as above : 
A. Scarlatti Orch., Caracciolo (6/56) 33CX1354 


The previous Respighi issue by Vanguard 
(PVL7025) has now been modified and 
augmented, so that The Birds and Ancient Airs 
and Dances II now appear on separate discs. 
It was a good idea to reissue the latter suite 
with its companions, for the Third Suite 
especially is a delightful work and has 
genuine artistic merit as a transcription as 
well as high musical quality in the original 
dances. Respighi, for all his indebtedness 
to Rimsky-Korsakov, was able to renounce 
brilliance and glittering orchestral sonorities 
when the occasion demanded, and he does 
so with remarkable success in the three 
Suites of Dances and in the Botticelli Pictures 
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Barbirolli ‘ this outstanding virtuoso ! j 

conducting the HALLE ORCHESTRA Z M E N Dp R U K. AK T Zz G 
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MOZART: Symphony No. 29in A Major, K.201 y ENESCO: — For Piano, . wi g 
Symphony No. 41 in C Major (‘‘Jupiter’’) K.551 J RAVEL: wae : 
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” a FAURE: Nocturne No. 6, Op. 63 g 
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Academic Festival Overture, Op. 80 


Alto Rhapsody, Op. 53 
(Monica Sinclair, contralto: 
Croydon Philharmonic Choir) 


Tragic Overture, Op. 81 


Wxa 12” L.P. NCL 16004 





Alfred Deller 


counter-tenor ; 


Wenzinger Consort of Viols of the Schola Cantorum Basiliensis 


‘*WILLIAM BYRD AND HIS AGE”’ 


My Sweet Little Darling; Buy New Broom; Guichardo; 
What Booteth Love?; Fantasia In G Minor For Viols; Ah, 
Silly Poor Joas; Ye Sacred Muses; Lullaby, My Sweet 
Little Baby; In A Merry May Morn; Pandolpho; Fantasia 
In G Major For Viols; Come, Pretty Babe; O Death, Rock 
Me Asleep; Fantasia In F Major For Viols. 


Vanguard 12’ L.P. PVL 7035 
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Anton Paulik 


conducting the 


VIENNA STATE OPERA ORCHESTRA 
“A HI-FI FROLIC WITH STRAUSS” 


Perpetuum Mobile; Plappermaulchen; Ejislauf, Polka; 
Lob Der Frauen, Polka-Mazurka; Im Sturmschritt; 
Buchstaben; Mit Extrapost; Jugendfeuer; Moulinet; Im 
Krapfenwaldl; Neue Pizzicato Polka; Verliebte Augen; 
The Beautiful Blue Danube 


Vanguard 12’ L.P. PVL 7053 





Mario Rossi 


conducting the 


VIENNA STATE OPERA ORCHESTRA 


BRAHMS: Hungarian Dances (complete) 


Vanguard 12” L.P. PVL 7049 


Missa Solemnis In D Minor (‘‘ Lord Nelson Mass’’) 
with Teresa Stich-Randall, soprano: Anton Dermota, 
tenor: Elizabeth Hoengen, alto: Frederick Guthrie, 
bass: Anton Heiller, organ: VIENNA AKADEMIE 
KAMMERCHOR 


Vanguard 12’ L.P. PVL 7071 


(SALES) LIMITED, 66 HAYMARKET, S.W.1 















DEMONSTRATION DISC 
CSCL 70007 (12" L.P.) 


This record includes superb examples 

of Pye stereophonic recordings by such 
outstanding artistes as Sir John Barbirolli, 
conducting the Hallé Orchestra; Karl Haas, 
conducting the London Baroque Ensemble; 
Eric Robinson, conducting the 

Pro Arte Orchestra; Ralph Downes, organ; 
Larry Adler, harmonica, etc. 

It also contains a series of test bands 

and an informative talk in non-technical 
language illustrating 

the advantages of stereophonic sound. 


PYE STEREOPHONIC 
RECORDS 





are produced by 
Pye Group Records (Sales) Ltd., 66 Haymarket, $.W.1 
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*% Pye Stereophonic Records provide an entirely 
new standard of musical reproduction 
in the home. 


*% The area between the two speakers is 
completely filled with sound. 
The placement of individual instruments or 
sections is accurately reproduced, 
adding startling realism and depth. 


* Pye Stereophonic Records are as 
simple to use as conventional types. 


* Pye Classical Stereophonic Records 
put back the ‘missing dimension’ — 
absent from conventional recordings, 
but all-important in the interpretation 
of the composer’s intentions. 


* A wide and varied choice of programme 
material will be offered on 12” and 10” discs 
playing at 334 r.p.m., and 
7” discs playing at 45 r.p.m. 


Ask your local record dealer for 
details of the first releases ! 
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HUMPERDINCK 
Hansel und Gretel 

DGM 18 217/8 
MENDELSSOHN 
Midsummer Night’s Dream 
DGM 1800! 

MOZART 

Bastien and Bastienne 

DGM 18280 


Die Zauberflote 
DGM 18 267/8/9 


Il Seraglio 
DGM 18 184/5 


Recital of Mozart Songs 
DGM 19080 

ROSSINI 

Barber of Seville Arias 
EPL 30052 
DONIZETTI 

Don Pasquale Aria 
ROSSINI 

Semiramide Aria 

EPL 30225 

VERDI 

Rigoletto Aria 

EPL 30052 

WEBER 

Der Freischiitz Excerpts 
DGM 19013 


Well-known Songs and Arias 
by: Alabieft - Arditi 
Delibes - Dell’ Acqua 
Flotow - Joh. Strauss 


Jos. Strauss 
DG 17052 


Rita Streic 


A Voice Of Enthralling Charm 
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and The Birds, both scored for small 
orchestra. 

Litschauer brings out this veiled quality 
extremely well, and though many will con- 
tinue to prefer the brighter, more incisively 
juminous performances by Caracciolo, there 
is much to be said for this new recording. 
Its colouring is more delicate, and in some 
ways more evocative of Botticelli’s cool 
radiance. The playing is not of the same 
high order as that of the Scarlatti Orchestra, 
though at times the Viennese woodwind 
soloists reach a remarkable level of per- 
formance. In the Dances, the strings give 
of their best, and the warm, sympathetic 
acoustic in which they have been recorded 
helps a great deal towards the excellent 
balance achieved. There are few better 
examples than this of old music presented 
in a new guise. DS. 


SCHUBERT. Five German Dances, 
D.89. London Mozart Players 
conducted by Harry Blech. H.M.V. 
7EP7059 (7 in., 12s. 104d.). 

Schubert would surely have been surprised 
had he known that people a century and 

a half later would be expected to listen 

seriously to these little dance tunes just as 

though they were concert music. He 
wrote them when he was sixteen, scored 
them for strings alone, and wisely did not 
waste his best ideas on pieces he must have 
thought were of only ephemeral interest. 

Nos. 1, 3 and 5 have two trios each, the 

others ‘none at all; the main sections of 

1 and 5 are not interesting enough to stand 

up to so much repetition, though 3, like 
all the other sections in a minor key, has 
beauty and individuality. The playing is 

not very distinguished. R.F. 


SCHUBERT. Symphonies. No. 2 in 
B flat major, D.125: No. 6 in C major, 
D.589. Bamberg Symphony 
Orchestra conducted by Marcel 
Couraud. Vox PL10240 (12 in., 


41s. 9d.). 
Symphony No. 2: 


Boston S.O., Munch (9/53) ALP1061 
R.P.O., Beecham 


(1/55) ABL3001 
Symphony No. 6: 


L.S.O., Krips (8/51) LX T2585 
Bamberg S.O., Keilberth (4/55) LGM65026 
R.P.O., Beecham (9/56) 33CX1363 
London Mozart, Blech (11/56) CLP1090 


This conductor clatters through Schubert’s 
charming and stylish symphonies with all 
the speed and efficiency of a first-class 
typist. Sympathy for the music there is 
none. And if you think I exaggerate, 
compare his performance of the Sixth 
Symphony with Beecham’s or Harry Blech’s, 
where vou will find yourself in a different 
world of affectionate understanding. Couraud 
tears through thé music at speeds that are 
nearly all too fast, his care for Schubert’s 
enchanting melodies is non-existent and his 
only intention seems to be to get to the end 
as soon as possible. For playing he gets 
from the Bamberg Orchestra just what he 
ceserves—there is no really soft tone from 
the strings, solo winds rarely bother to 
exercise their artistry (and we know that 
with an encouraging conductor this can be 
a very good orchestra indeed). 

If I put this plainly it is largely at the 
‘thought of readers who may not know these 
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symphonies of the young Schubert and who 
may try this record and decide that they 
can be written off. I beg them to try 
Beecham for No. 2 and either Beecham or 
Blech for No. 6. Indeed, for the Sixth it 
would be difficult to better Harry Blech who 
was certainly in the mood the day he made 
his record of it: good though Beecham is, 
too, his slow speed for the finale is somewhat 
mannered (though, being Beecham, he 
continues to delight). Backings are: the 
same composer’s First Symphony on the 
reverse of Beecham’s Second: some lovely 
and selklom played Grieg on the other side 
of his Sixth, while Blech does Schubert 
No. 3 on his record (which is also, by the 
way, a plum label). T.H. 


SCHUBERT. ’Cello Concerto in A 
minor, “Arpeggione” (arr. Cassid6). 

SCHUMANN. °’Cello Concerto in A 
minor, Op. 129. Gaspar Cassadé 
(cello), Bamberg Symphony 
Orchestra conducted by Jonel 
Perlea. Vox PL10210 (12 in, 
41s. 9d.). 


Schumann ’Cello Concerto : 
Gendron, Suisse, Ansermet 
Casals, Prades Festival 
Mainardi, Berlin R.I.A.S. - 
Fournier, Philh., Sargent (2/57) 33CX1407 

If our solo ’cellists will insist on maunder- 


ing their way through the first part of 
Schumann’s Concerto, they have only 
themselves to blame if many of us think their 
performances dull. Certainly, I have never 
yet heard one play it at the metronome 
mark of a crotchet equals 130 (nor have I 
any idea whether that is Schumann’s own 
indication) and maybe that is somewhat 
excessive, but I do think it might be a good 
idea to start considering this concerto again 
and to aim at something that sounds less 
like a slow movement. That is why I prefer 
Gendron of the several recorded soloists : 
he takes a livelier view of it than the rest do. 
Of course, Fournier’s playing is perfectly 
beautiful and if anyone can beguile us into 
enjoying a slow speed, he can, so poetic is 
his playing and so subtly varied his tone. 
Moreover, though he lingers, he never loses 
a sense of movement. 

This cannot be said of Cassadé, whose 
treatment is slow but not very subtle and 
whose tone, while more virile, is less refined 
than Fournier’s. At the very start the 
technique is not quite impeccable but he 
warms up very quickly and thereafter there 
is no complaint on this score. But I did find 
the first part rather depressing, for if it is 
to be played so slowly, it needs Fournier’s 
poetry. Cassad6, incidentally, makes a cut 
in the finale, though this is not necessarily 
to its disadvantage. 

_ Schubert wrote his work as a sonata for 
the arpeggione, a six-stringed ’cello with a 
fretted fingerboard whose sole repertory this 
seems to be. Cassadé’s Concerto arrange- 
ment is described as “ after ’? Schubert and 
I suspect that the first movement is a good 
deal after, though the slow movement and 
finale probably follow the original more 
closely. It is very well played and the 
finale, in particular, is given a most delightful 
delicacy and style. 

The inclusion of this work on the disc 
may well make one consider whether the 
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Schumann performance is not acceptable 
enough to please. If not, then I should go 
for Gendron or Fournier (both with 
Tchaikovsky’s Rococo Variations on the 
reverse). T.H. 


STRAVINSKY. Petrushka—Complete 
Ballet. L’Orchestre de la Suisse 
Romande conducted by Ernest 
Ansermet. Decca LXT5425 (12 in., 
39s. 114d.). 


Suisse, Ansermet 

N.Y. P. O., Mitropoulos 
Stokowski S.O. 

Paris Cons., Monteux 
Revised version : 

Berlin R.1.A.S., Fricsay 
Minneapolis S.O., Dorati (7/57) MRL2523 
Philharmonia, Kurtz (11/57) ALP1503 


Before examining this excellent new 
recording of Petrushka, \et’s just straighten 
out the position as to what music it contains. 
There are two main versions of this score— 
the original one of 1911, and the radically 
revised one of 1947. In the latter Stravinsky 
has pruned and slimmed his instrumenta- 
tion, reducing, for example, quadruple 
woodwind to triple ; he has also adjusted 
matters of internal balance with a view to 
greater clarity and hardness of timbre, 
which brings it more into accord with the 
later development of his style. As can be 
seen from the list at the head of this review, 
Ansermet, Monteux, Mitropoulos and 
Stokowski use the original version, while 
Kurtz, Fricsay and Dorati have recorded 
the new one. 


But there are various complicating 
factors. In the ballet each scene is con- 
nected to the next by a protracted drumming 
(side-drum and tambourine in the old 
version, side-drum without snare and 
timpani with wooden sticks in the new one— 
a characteristic change). This drumming 
has a dramatic function, for the first time 
we hear it is when the Showman’s grotesque 
buskers clear a space for the puppets’ 
Russian Dance in the first scene. In the 
older version it also recurs, very faint and 
distant, at the moment when the exasper- 
ated Petrushka beats a hole in the wall of 
his cell, only to find himself confronting— 
blackness. I cannot help feeling that those 
conductors who perform the complete ballet 
in the older orchestration should retain this 
drumming, for it adds quite considerably to 
the theatrical effect, as well as to the 
continuity of the music. Mitropoulos and 
Stokowski do ; Ansermet and Monteux do 
not, although in his earlier recording 
(LXT5375 or 2502) Ansermet inserted just 
a snatch of it before the second scene— 
without, however, using the wind chords 
with which Stravinsky has interrupted 
it at this point! 

Of the conductors who use the new 
version Dorati and Kurtz play it exactly as 
for a continuous ballet performance, with 
the drumming between each scene, but 
Fricsay makes the alterations sanctioned for 
concert performance, and drops both the 
transition to the second scene and also the 
final scene of Petrushka’s death. This latter 
cut has not only been sanctioned, but 
apparently encouraged by Stravinsky, for 
he recorded it in this fashion long before 
the 1947 score was published and performed 
it in the same way when he conducted a 
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concert of his own works at the Festival Hall 
a year or two ago. In spite of that it seems 
to me a grievous piece of self-mutilation ; 
Petrushka is one of the finest dramatic ballets 
ever written, and there is no valid reason 
for despising its dramatic effectiveness or 
seeking to ruin it by chopping off the 
dénouement. 

From the above account it will be seen 
(at least I hope it will) that Ansermet’s 
nearest competitor is Monteux, who, like 
him, plays the original version in a form 


slightly modified for concert performance. © 


As regards performance, there is really 
very little to choose between them, for both 
give wonderfully vivid and dramatic 
readings very occasionally marred by faults 
of ensemble and rhythm. Monteux is 
perhaps more successful in capturing the 
rhythmic impetus of the carnival scenes, 
and Julius Katchen brings slightly more 
character to the piano part than the 
anonymous but excellent player in the 
Suisse Romande orchestra; but against 
his must be set the extreme richness and 
clarity of the new Decca recording. This is 
the third time Ansermet has _ recorded 
Petrushka for Decca, and they have done 
him proud. No other recording captures so 
much of the older  version’s opulent 
orchestral sound, or so much of its detail. 
The quality of this new recording becomes 
very clear when one compares it with the 
previous one in the face-lifted (or fi-raised) 
form in which it was included in the Decca 
Fifty. That sounded very well, but the 
newer recording quite eclipses it. Whether 
that will please people who have just 
invested in LXT5375 is another matter. 
J.N. 


VERDI. Overtures to: “ La Forza del 
Destino ”’ : *¢ Alzira ”’: ** Luisa 
Miller’”’: ‘‘ Nabucco”. Philhar- 
monia Orchestra conducted by 
Charles Mackerras. H.M.V. 
DLP1185 (10 in., 27s. 10d.). 

Verdi’s overtures have seldom been much 
admired, but they come up surprisingly 
well on this record. In the theatre they 
are apt to sound as though they are being 
sight-read (which on occasions they are), 
but here for once they have been properly 
rehearsed. The playing is slick and 
brilliant and exciting. Mackerras has a 
real flair for this sort of music ; he seems 
to realise that Verdi’s main object was to 
arouse expectancy in his audience, and he 
is particularly successful in suggesting 
dramatic tension in the overture to La 
Forza del Destino. For once this hangs 
together and has real drive. Alzira will be 
a new title to nearly all opera enthusiasts. 
It stands about half-way between Nabucco 
(1842) and Luisa Miller (1849), was written 
very quickly, and failed utterly. The 
setting, surprisingly, is ‘“‘ Lima and other 
parts of Peru”, but there is no Latin- 
American colour noticable in the overture. 
This starts delightfully with a long section 
almost entirely for wood-wind ; the brilla:.:. 
ending harks back to Donizetti. Luisa 
Miller’s overture is much more exciting 
than I remember it at Sadler’s Wells a 
few seasons back, and has an unexpectedly 
symphonic development section; there 
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is some notable playing by the first clarinet. 
But all the playing is accurate and spirited, 
and the orchestral quality, with unusually 
wide dynamic range, is splendid. R.F. 


WAGNER. Die Meistersinger: Over- 
ture. Tannhauser : Overture. 
Lohengrin: Prelude. Tristan und 
Isolde : Prelude and _Liebestod. 
Bamberg Symphony Orchestra 
conducted by Jascha Horenstein. 
Vox PL9110 (12 in., 41s. 9d.). 

Here is yet another disc of Wagner 
excerpts which one can safely recommend, 
for they are well played, well conducted and 
quite well recorded. So, once again, the 
choice will depend simply on whether these 
particular bits are what you want. Horen- 
stein conducts a Tannhduser Overture that 
found me still awake at the end (and it 
takes a good performance to do that), a 
Lohengrin Prelude in which I never found 
myself in any anxiety about the steadiness 
of those high passages for divided violins, so 
well do the Bambergers play them. ‘The 
Meistersinger Prelude is by turn dignified and 
flexible, while the Tristan beginning-and- 
end is moving. 

In fact, very good performances which 
are a pleasure to welcome. T 


WAGNER. Siegfried Idyll. Die 
Meistersinger: Overture. Parsifal : 
Prelude and Good Friday Music. 
Pittsburgh Symphony Orchestra 
conducted by William Steinberg. 
Capitol P8368 (12 in., 41s. 84d.). 

This Wagner disc is notable, not only for 
its admirable conducting and playing, but 
for its very natural recording. It is clearer 
and more forward than the Vox record, 
reviewed above (though that has its own 
virtues) but yet does not lack warmth of 
sound. But it is the naturalness that most 
took my fancy. There is always a special 
temptation in the Sieg fried Idyll for balancers 
to bring the woodwind forward—and, 
indeed, they are much tempted when 
conductors insist on using the full body of 
strings. But here it sounds as if Steinberg 
has very sensibly reduced his strings con- 
siderably, and so we have an easy, natural 
balance. Even at the pages just before the 
famous trumpet entry the woodwind 
counterpoints are audible. 

It is a swiftly-moving performance but 
none the worse for that, for the phrases are 
so sensitively turned and all the lines sing 
so smoothly. And it is so well judged. The 
long diminuendo passage at the end, for 
example, is kept fairly full for quite a while, 
for Steinberg realises that the diminuendo has 
a very long way to go. 

The Meistersinger Prelude is more exhilar- 
ating than Horenstein’s, much as I also 
enjoyed his version on this month’s other 
Wagner record. ‘This buoyancy comes 
partly from the sound of the recording with 
its more forward brass, but much more from 
the way Steinberg keeps it moving on. The 
Prize Song theme, for instance, flows more 
swiftly, and the apprentices are very nippy 
indeed (but the playing is so neat that it 
comes off). 

As to the Parsifal sides, I suspect that in 
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this music Horenstein might prove to be 
even more sympathetic and would probably 
let some of it expand in more leisurely 
manner. However, it can easily hang abou: 
too much, and Steinberg’s version is certainly 
enjoyable, while again, both playing and 
recording are admirable. 

Those who follow from a score, by the 
way, will notice that an extra bar is added 
at the end of the Meistersinger Prelude and 
that a drum roll is continued through these 
bars. The reason is that the concert ending 
to the Prelude is taken, of course, from the 
last bars of the opera itself, and there you 
will find this extra bar and the drum roll. 
Many conductors (including others recorded) 
feel that this extra bar is needed, balancing 
the end better: others are content to stick 
to the concert version of the score (Horen- 
stein among them). T.H. 


EUGENE ORMANDY. William Tell— 
Overture. Orpheus in the Under- 
world—Overture. The Bartered 
Bride—Overture. Mignon—Over- 
ture. The Beautiful Galatea— 
Overture. Philadelphia Orchestra 
conducted by Eugene Ormandy. 
Philips ABL3215 (12 in., 41s. 9d.). 

These are very slap-up sort of perform- 
ances, extremely well recorded, and filled 
with virtuosic orchestral playing. I think 
the element of charm is missing. Orpheus, 
for example, plays his solo violin too loudly, 
not winningly enough, and the Bartered 

Bride Overture lacks that elusive quality 

which we describe as “ idiomatic”’. The 

solo horn, however, understands how ‘“‘Con- 
nais-tu ’’ in the Mignon Overture should be 
phrased. It is not a tremendously generous 
offering for this kind of mixed-bag pro- 
gramme—one side just over 21 minutes, 
the other just over 22. But those who like 
the look of the selection and are not par- 
ticular about style-differentiation in per- 
formance can go ahead safely. A.P. 


CHAMBER MUSIC 


BARTOK. Violin Sonata No. 2. 

HINDEMITH. Violin Sonata in C major 
(1939). 

STRAVINSKY. Duo Concertant for 
violin and piano (1932). Wolfgang 
Schneiderhan (violin), Carl 
Seemann (piano). D.G.G. DGM18400 
(12 in., 41s. 9d.). 


Duo Concertant : 


Fuchs, Smit (6/54) AXTL1047 


Gitlis, Zelka (11/56) PL9410 
Rostal, Horsley (7/57) CLP1124 


This is a welcome and well-played package 
disc of twentieth-century violin music. Of 
the three pieces on it only one has hitherto 
been available in the catalogues, namely 
the Stravinsky Duo Concertant, but I have 
very little hesitation in preferring this 
version to any of its predecessors. One of 
Schneiderhan’s most admirable qualities is 
his scrupulous attention to the composer’s 
demands as set down in the score ; his 1s 
certainly the most literal reading of the 
Stravinsky, and it seems to me that this is 
precisely what the music calls for. Gitlis 
brings to it a nervous intensity and a 











